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Preface

When

house in

we see a

"there" for

a

novel, there is really nothing "there," and worse, there is really no

we "see" in our mind is largely a cultural artifact. It
phenomenon with recognizable signs to tell us what kind of
a house, what class, whose taste, and so on. All of this description will depend on ideolo¬
gy—that is the vast signifying system that... makes things "mean" something to a culture

must

a

"there" to be. The house

be described

as a

and individuals in that

When

read

cultural

culture.1

novel

by Soseki outside Japan, the "ideological" distance sep¬
arating Soseki's Japan from the world of the reader is both physical and tempo¬
ral, which makes an interpretative mediation all the more necessary. What a par¬
ticular "house" means to a particular character in a Soseki novel, for example,
can only be made clear with the help of interpretation. A house may not be the
most ideologically loaded cultural object, but Soseki's writing is full of refer¬
ences to objects and institutions with more ideological weight than a house,
which are part of the larger socio-historical reality deeply affected by the great
paradigm shifts in the wake of Meiji modernization. If I borrow Fredric Jame¬
son's analogy, Soseki's literary work itself can be compared to a "great labora¬
tory experiment" which brings into focus, in "slow motion," certain features of
Japanese modernity concretized in certain objects and institutions.2 One of the
major aims of my book is to restore to the surface of the text some of the buried
socio-historical realities in Soseki's work which made it what it was to Japanese
we

a

readers of his time.
As

the
the

contradictory as it may sound, I would like to examine the ways in which
reading process is "ideologically" mediated without, however, disrupting
conventional progress of reading. We all know very well that a "house" in a

novel is not

a

real house, and that time in a novel is not real, but nevertheless

continue to

enjoy reading novels

tain

as

as

best

Soseki's

1
2

as

I

can some

"realistic" texts,

Davis, Resisting Novels, 24.
Jameson, "Foreword," ix.

as though they were real. I will attempt to re¬
magical dimension of reading novels such as
because it would be most unfortunate, in my opin-

of the

xii

Preface

ion, if restoring socio-historical perspective should take away the pleasure of
reading literature as it is.
Reading is necessarily a time-ordered activity, and I believe that the sense of
excitement and suspense can be best restored by closely paying attention to how
the story is "plotted." Particularly in view of the fact that Soseki's later novels
were serialized in the Asahi newspapers3—one of the most important historical
"paratexts"4 conditioning reading of Kdjin and Meian—the plots of these nov¬
els are more significant than many critics are willing to admit. Both Kdjin and
Meian were offered to the public at the rate of only the few illustrated pages per
day that comprised each chapter. The original readers of Kdjin and Meian did
not have the liberty to skip pages and go to the end of the story as later readers
of the

same

novels in bookform had.

As Peter Brooks notes, however,

"reading for the plot" has been somehow
yet, he continues, we remain ever
more dependent on narrative despite our widely publicized belief in antinarrative forms of thought; and he emphasizes the necessity of plot as "the very or¬
ganizing line, the thread of design, that makes narrative possible."6 Plot, as a
goal-oriented and forward-moving temporal dynamic of the narrative that struc¬
tures our understanding of a text plays an important role in my analysis of So¬
seki's texts. I am aware that I run a certain risk by choosing to give plot such a
significance. Those readers who are already well-acquainted with the socio-his¬
torical reality of Soseki's time which I try to recover in the unfolding of the nar¬
rative, may find parts of my analysis somewhat predictable—a weakness, how¬
ever, that I hope is mitigated by the fact that this book is mainly addressed to the
audience outside Japan.
I would also like to mention that I started designing part of this book as a
doctoral thesis in the fall of 1990, a few years before the "Soseki boom" hit Ja¬
pan in 1992-93. Very few of the most interesting revisionist materials on Soseki
was available when I began my research, and the need to contextualize Soseki's
literature in a historical perspective seemed more urgent then than it does today.
I was struck at the time by the dominance of ahistorical reading that characterdisdained

3 For

a

as a

discussion of the

Plot, 21: "[If]

4

5

"low form of

we

activity."5 And

temporal dimension in serial publication,

see

Peter Brooks, Reading for the

think of the effects of serialization (which, monthly, weekly, or even daily, was the

medium of publication for many of the great nineteenth-century novels) we can perhaps grasp more
nearly how time in the representing is felt to be a necessary analogue of time represented."
Paratexts are defined as "the literary and printerly conventions that mediate between the world of pub¬
lishing and the world of the text" (Genette, Paratexts, xvii).
Brooks, Reading for the Plot, 4.

6 Ibid., 7.
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ized both the Western and

Japanese reception of Soseki's literature, and it is my
hope that I have taken a step toward providing a corrective to that tendency in
the Western reception of Soseki's works.
As is customary with an endeavor of this sort, I have incurred personal debt
to many individuals in the process of writing this book. First of all I would like
to thank my mentors, Hans Skei, of the Department of Literature at the Univer¬
sity of Oslo, for his interest in my Soseki project and for his guidance with lit¬
erary studies in general, and Royall Tyler of the Australian National University,
for his unwavering assistance throughout my project. The moral support Royall
and his wife, Susan, gave me over the years meant a lot as I was struggling to
bring this book project to an end. I am especially indebted to Susan for her care¬
ful reading of my book manuscript.
I am also indebted to James O'Brien of the University of Wisconsin, who
kindly arranged for me to stay at the University of Wisconsin-Madison as an
Honorary Fellow in the fall of 1993. I greatly benefited from attending Mary
Layoun's seminar on nationalism and literature at the University of Wisconsin
as well as from her perceptive advice.
Elizabeth Eide deserves a special mention for her support and assistance
when I was most uncertain of myself. Without her initial encouragement, I
doubt whether I would have had the courage to return to academic life after a
decade spent in various other activities. I am also thankful to Christoph Harbsmeier for inspiring me to challenge his as well as my own expectations with his
unique "carrot and stick" method. Christoph most gracefully acted as the coor¬
dinator of my dissertation committee when I defended my thesis in 1995.
I would also like to thank the members of the dissertation committee, John

Whittier Treat of the

University of Washington, Irmela Hijiya-Kirschnereit of
University of Berlin, and Royall Tyler, from whom I have received
many insightful comments. I am especially grateful to John for giving me en¬
couraging advice when I needed it most. I should also thank Irmela HijiyaKirschnereit for taking interest in publishing my book manuscript and for her as¬
sistance in preparing it for publication. The manuscript editor in Berlin, Matthias
Hoop, has given me invaluable help in technical matters. In the process of revis¬
ing my manuscript, I have benefited enormously from the kind and patient ad¬
vice of Komori Yoichi of Tokyo University, and feel most obliged for his will¬
ingness to share his time with me.
I have also received inspiration and useful advice along the way from the fol¬
lowing people in Oslo: Arne Melberg, Irene Iversen, Johan Shimanski of the
Department of Literature, Karin Holter of the Department of French Literature,
the Free

xiv
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and Kirsti Koch Christensen of the

Department of Linguistics (now in Bergen).
Montgomery, Michael Carter and other colleagues
of my department: Bjarke Frellesvig for his willingness to engage in discus¬
sions whenever I needed to test my ideas (and for his good selection of dictio¬
naries), Rune Svarverud and Halvor Eifring for their speedy assistance in tech¬

Thanks

are

also due to James

nical matters.

Last, but not least, my deepest gratitude goes to my family, Johnny, Ken and
Anne, for bearing with me during the past years. Johnny patiently read many of
my earlier drafts, and gave insightful,
turned out to be of invaluable help.
The

often

very

critical, comments which

writing and publishing of this text was also made possible by a number
In the fall of 1991 the departmental committee
allocating the prize money from the Research Council of Norway awarded me a
stipend that allowed me to begin work on this project. A doctoral fellowship
from the University of Oslo provided me with full financial support between
January 1992 and June 1994. Financial support from our department made pos¬
sible a workshop on "Language and Representation" I arranged in Fredrikstad,
Norway, in 1995, which Komori Yoichi kindly hosted as a key-note speaker. I
should also acknowledge that a publication grant from the Research Council of
Norway, and financial support from the Leibniz Prize fund, which Irmela HijiyaKirschnereit kindly provided, made publication of my book possible.
Portions of the argument used in parts of Introduction and chapter three were
adapted from my essays that appeared as "The Critical Reception of Soseki's
Kdjin and Meian in Japan and the West" in The Journal of the Association of
Teachers of Japanese (November 1993), and "Against the Linguistic Con¬
straints: Narratological Structure and Writing Style in Natsume Soseki's Meian"
in Japan Forum: The Journal of the British Association of Japanese Studies
of institutional forms of support.

(October 1993).
Oslo, January 1998
Reiko Abe Auestad

1 Introduction

Spurred on by postmodern skepticism, Japanese revisionist critics such as KaraKojin have recently rediscovered Soseki as a skeptic who had the willing¬
ness and capacity to transcend the modern.1 As many critics have already point¬
ed out, Soseki was long seen as the champion of the modern, and his works were
measured in terms of a supposed maturation process that culminated in his later,
most novelistic works. The standard view, which posited the nineteenth-century
European novel as the inevitable model, thus missed an opportunity to appreci¬
ate Soseki's genuine accomplishment, which lies elsewhere. In Karatani's view,
it is his extraordinary ability to see the historicity of the modern in the European
novel which distinguishes him from his contemporaries.
Soseki was one of the few writers who was not bound by the straitjacket of
the realist novel, which haunted many Japanese writers around the turn of the
century. As a result, he was able freely to explore Japanese narrative potential¬
ities both new and traditional, cutting across diverse genres in a way that was
not possible for his Naturalist colleagues. His novelistic works are therefore
better seen as accidental by-products of his narrative experimentation rather
than as what he aspired to writing and finally succeeded in writing at the end of
his career.2 Karatani assures us that Soseki would most definitely have reverted
to writing works like Wagahai wa neko de aru (I Am a Cat, 1905-6) after Meian
(Light and Darkness, 1917) if he had only lived longer.
Karatani also argues that the novel should be seen as "the form that decon¬
structs genres as they had existed previously," and as the form that "accommo¬
dates the most diverse types of writings" both in and outside the West.3 In this
tani

1 The
on

rediscovery of Soseki started with Karatani Kojin's examination of Soseki's Bungakuron (Essays

Literature, 1907) in the chapter titled "Fukei no hakken" (The Discovery of Landscape) in his 1980

Nihon kindai
de

bungaku no kigen: 5-44,

a

revised version of which

as Origins of Modern Japanese Literature in 1993.
2 In Fredric Jameson's words, one sees "the drama of Soseki as he

translated into English by Brett

glimpses the radical difference of the
produces a host of very different and unique generic experiments as a way of
approximating that condition and avoiding it all at once" ("Foreword," xiv).
Karatani, Origins of Modern Japanese Literature, 177.

Western novel and then

3

was

Bary

Introduction

2

sense,

he continues, Soseki's

career as a

whole

can

be

seen as

novelistic:

a pro¬

by which S5seki moved in and out of existing and newly imported genres
without privileging any one of them as a goal. Interestingly, Karatani's
revisionist maneuvering reestablishes Soseki's status as one of the few, true nov¬
elists of modem Japan after all.
Karatani's reevaluation of Soseki's achievement from a postmodern perspec¬
tive merits attention for at least one reason. It usefully discourages focusing on
the modem as opposed to the premodem, in favor of a postmodern standpoint
that evenhandedly deconstructs the modem as well as the premodern.4 A new
scrutiny of the modern in Japan should be welcomed as timely, since a simple
opposition of the modern and the premodem has lost its explanatory value. As
Brett de Bary reiterates Karatani's goal in her introduction to her translation of
his book, we can "begin to arrive at a new understanding of Japanese moderni¬
ty" and literature "only by making strange these utterly commonsensical terms,
(such as 'Japanese,' and 'modem')."5
Karatani's reevaluation of Soseki provides a fitting point of departure for my
study of Soseki for two reasons. First, scrutinizing what it was to be "modem"
in Soseki's time and place and "making strange" platitudes of the modem which
many critics have accepted as blindingly obvious will be the main objective of
my book; not only because, in agreement with Karatani, I believe it to be the
most effective way of showing the strength of Soseki's writing, but also because
I believe it will elucidate the aspect of Soseki which has received least attention
in English language criticism. I have chosen Kdjin (The Wayfarer) and Meian
(Light and Darkness) among Soseki's later works, and Botchan (Botchan)
among his earlier works, as main texts for analysis: none of these has been stud¬
ied at great length outside Japan. Second, Karatani's definition of the novel will
give me an opportunity to discuss the equivalence of the shosetsu and the novel
that has been recently called into question. My hypothesis is that it is possible
to consider the shosetsu a type of novel, and that it is fruitless to particularize
our approach to Japanese literature by insisting on the difference between the

cess

of writing

shosetsu and the novel

as some

critics do.

Methodologically speaking, however, my approach will be more pragmatic
"good" an insight should be validated, I believe, in a more

than Karatani's. To be

4 The

impulse for renewal is always a driving force behind the process
modern from its historical conditions. In this context, it is important to

ern

5 de

from this

more

universal

Bary, "Introduction," 2.

impulse of the modern.

of writing, which liberates the
distinguish the historical mod¬

Introduction

formal and

systematic

manner

3

than Karatani's.6 As Paul de Man declared in

1979, "the spirit of the times is not blowing in the direction of formalist and in¬
trinsic criticism."7 With a touch of sarcasm, de Man notes that "we can now con¬

fidently devote ourselves to the foreign affairs, the external politics of litera¬
ture."8 It has been long since the pitfalls of a formalist approach became obvious
to many who read literature. As Robert Scholes pointed out in 1992, however,
"the formal

core

alism,

after deconstructuralism."9

even

of structural studies" nevertheless "remains... after poststructur-

I believe that literature is still in need of formal

analysis, and that this does
necessarily contradict one's devotion to "the external politics of literature."
It is important to remember in the meantime that a formal approach gives only
a provisional set of analytical tools that is far from being perfect in the sense
that it is not necessarily objectively verifiable. As Gerard Genette also warns,
"structures are not directly encountered objects—far from it, they are systems
of latent relations, conceived rather than perceived, which analysis constructs
as it uncovers them, and which it runs the risk of inventing while believing that
it is discovering them."10 A formal analysis must therefore find a way of incor¬
porating a systematic approach without becoming subservient to it.
While distancing myself from reductive linguistic determinism, I will also
bring Japanese grammar into discussion of the texts, wherever appropriate. A
challenge would, however, lie in dealing with rhetoric which often does not
work in continuity with grammar. Operating in a "hiatus between real language
(that of poet) and a virtual language (that which would have been used by 'sim¬
ple, common expression'),"11 rhetoric always requires a reader's interpretation
which, in turn, exposes it to the dangers of, or pleasures of narrative treatment.
How to reconcile grammar and rhetoric, on the one hand, and how to move from
the micro-level to the macro-level of a given text, on the other are inevitable
problems of any literary analysis.
Obviously the Japanese language in a linguistic sense and the language of
Japanese fiction are not identical—my interest lies in demonstrating how gram¬
matical rules intervene in the process of textual production and understanding.
Grammar is never a sole and exhaustive determinant of rhetorical strategies of
not

6 Karatani's
7

project is intuitive rather than scholarly, as John Treat points out in his review of Karatani's
Origins of Modern Japanese Literature, 442.
de Man, Allegories of Reading, 3.

8 Ibid.

9 See his foreword to the
10 Genette,
11

Ibid.

English edition of Gerard Genette's The Architext, vii.
Figures of Literary Discourse, 47.
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4

a

given text; but, at the

same

time, rhetoric

The

independently of
bound up in the specific¬

never operates

grammar. Rhetorical strategies in Japanese fiction are
ities of Japanese linguistic or idiomatic rules.
of pronouns

in Japanese, for example, undeniably influences expres¬
writing and the impression given by reading: a detailed study of this will
follow in chapter 4. There is a well-known scene in Kdjin in which Jiro, the
younger brother, is forced to spend a night at an inn with his sister-in-law, Nao.
Nao breaks her usual taciturnity and daringly accuses Jir5 of "cowardliness;"
and, by implication, of unwillingness to seduce her. Jiro, who is deeply discon¬
certed, inadvertently addresses her as anata (you), giving up his usual nesan (el¬
der sister), a more appropriate term of address for a sister-in-law. One utterance
of anata on Jiro's part, a great lapse of decorum which is otherwise strictly ob¬
use

sion in

served in the novel, shows how disturbed Jiro is at that crucial moment. This
shift in the

of pronouns cannot be duplicated
use of language a problem

in English translation.
of historicity at work that fur¬
ther complicates the process of interpretation. Nao, as a daughter-in-law and as
the wife of the eldest brother in Kdjin, shows deference in always speaking po¬
litely and correctly to her "superiors" at home. However, because her social po¬
sition in the patriarchal hierarchy12 does not allow her to speak otherwise, her
manner of speech possesses a certain rhetorical power that hints at her repressed
voice. This cannot be explained by idiomatic rules; it most definitely needs in¬
terpretation, and I will come back to it in my discussion of Kojin in chapter 4.
An example of a more obvious historical problem in the use of rhetoric can
be seen in Botchan, which I will discuss in chapter 9. Botchan, the narrator, uses
tough, often masculine language to intimidate his students in the hope of recti¬
fying their light regard of their teacher. On one occasion, he boasts of his de¬
use

There is also in the

scent

this

from

a

famous samurai, Tada no Mitsunaka

also be read tada

(911-97). The characters for

manju, "a mere sweet dumpling." This dou¬
meaning disappears in English translation, and also is no longer obvious to
Japanese reader today.13 However, as Kimura Naoto points out in his recent
name can

no

ble
a

12 The claim of universal

patriarchy has been called into question by feminists such

as

Judith Butler

{Gender Trouble, 4). As Teresa Ebert argues in her 1996 Ludic Feminism, however, I believe it is still
possible to see patriarchy as a "historically diverse ongoing system of gender differences" {Ludic Fem¬
inism, 5). The idea of patriarchy can be usefully applied as a system that naturalizes socially construct¬
ed

gender differences, of which respectable society of the Meiji period that provided the backdrop of
was definitely an example.
Alan Tbrney uses the correct transcription, mitsunaka, in his 1972 English translation, Botchan,
whereas the furigana (phonetic transcription in kana) in the 1966 Iwanami edition of Botchan is man¬
ju, 279.
Soseki's novel

13

5

Introduction

book, it

was a

frequently used

pun

in kyoka (comic tanka) and

senryu

(comic

haiku) of the Edo period, and was commonly known at the time Soseki was
writing Botchan.14 In view of Botchan's role as an innocent clown whose nai¬
vete brings out the ironical contradiction in his own position, his simple refer¬
ence to his ancestor had an important rhetorical function hardly recognizable to¬
an interpretation.
In Meian, Soseki tests the "realist" framework of third-person past tense nar¬

day without

ration, which requires conscious linguistic manipulation in Japanese, and that

particular grammatical choice has an unexpected effect on the rhetorical strate¬
gy of the novel, on which I will elaborate later.
It should be noted here that even though my major objective is to examine
how three of Soseki's works are bound within linguistic and historical specific¬
ities, I will make an attempt at the same time to place these works in the wider
context of their genre. The most effective way to bring a particular text into re¬
lation with other texts is by way of poetics, and for that purpose, it is as impor¬
tant to pay attention to how a particular text deviates from the provisionally pos¬
ited norm of a particular genre, as it is to pay attention to how it fits into it. Every
text is unique in the sense that there is never a perfect match between a genre
and an actual text. By using narcological method in chapters 8 and 9,1 will
examine how Soseki's most novelistic work and his last, the unfinished Meian,
both

approximates and deviates from the standard vision of the shosetsu as well
nineteenth-century realist novel, and how that paradoxical move¬
ment of approximation and deviation may be defined as novelistic.
as

that of the

Genre is both historical and ahistorical at the

same

time. I refer to Gerard

entirely unproblematic,15 distinction between "mode"
"genre" summarized by Robert Scholes as follows:

Genette's useful, if not
and

Genette suggests we recognize that what we call "genres" are best described as the intersec¬
tions of certain modes of enunciation and certain thematic concerns. The modes are basic to
the

pragmatics of language itself (like narration) and are therefore extremely persistent
time and cultures. Themes, however, though also persistent (love, death), are greatly
marked by cultural and historical situations. Persistent or durable links between particular
modes and themes give us literary genres or "architexts."16
across

14 Kimura, Soseki isetsu nidai, 17.

15 The division between "mode" and

"genre"

can seem

misleadingly monolithic in Genette's formula¬

tion, and Jacques Derrida criticized Genette for this in his polemical essay, "The Law of Genre," Crit¬
ical

Inquiry, 59-63 (To be distinguished from his essay of the same title published in Acts of Litera¬
ture). I believe nevertheless it is possible to see this distinction as a provisional, functional demarcation
rather than

as

something absolute.

16 Scholes, "Foreword," ix.
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There

certain "thematic" aspects

of a genre which cannot escape "historic¬
ity," while there are certain formal features, or modes of enunciation which re¬
main relatively constant. I hope to catch glimpses of the intersections between
are

the ahistorical and the historical, between "certain modes

certain thematic concerns," and between grammar
of three works of Soseki in what is to follow.

of enunciation and

and rhetoric in the analysis

As

already noted, my underlying concern throughout the book is to "make
strange" the most commonsensical premises of the modern both on the levels of
theme and mode. New gender role expectations in and outside marriage, and the
use of third-person narrator and the past tense as conditions for writing a novel
will be

some

of the immediate issues of the modern which will be tested and

challenged in Kdjin and Meian. My hypothesis is that the way in which the pre¬
mises of the modern are "made strange" in these works constitutes a pattern of
resistance and complicity, which engages with history in a circular rather than
a linear movement, leading Soseki's endeavor to no particular destination.17 By
distancing itself from an understanding of realities in terms of a facile dichoto¬
my of West vs. Japan or present vs. past, Soseki's fiction can be seen as a cri¬
tique of modernity itself.
By historicizing Soseki's engagement with Meiji Japan, I also wish to pro¬
vide a corrective to previous English works on Soseki, which treat his works in
isolation from their historical context, or "worldliness," to borrow Edward
Said's

word.181 believe

17 In both

Kdjin and Meian,

one

of the most effective ways to

one can

observe

a pattern

attend to "the external

of institutionalized social conventions which,

op¬

as implicit cultural codes, govern the highly formal and structured interpersonal relationships
in these works. Most importantly, one should note that while these conventions tend to serve the inter¬
est of the prevailing order, they are in no way impervious to social change. Conservative though they

erating

may be, these conventions are a dynamic rather than monolithic cultural force, which accommodates
different social practices. They achieve their goal of maintaining social harmony not only by discour¬

aging the advance of new and foreign ideas but also by recontextualizing them to fit the Japanese re¬
ality better. Such institutionalized social conventions might actually free one from one's traditional
role, only to bind one again within a "new" role.
18 Said, The World, the Text, and the Critic, 34. There seems to be a renewed interest in the social and
historical determinants of cultural

production in the humanities in general. A recent interest in Pierre
Production can be seen as an example of this (see Toril
Moi, "Appropriating Bourdieu: Feminist Theory and Pierre Bourdieu's Sociology of Culture"). Gerard
Genette's Paratexts: Thresholds of Interpretation is another example of a concern in extra-literary
components of literary production. It is important to note, however, as Said aptly points out, that there
is a danger of "reductionist fallacy" in interpreting a text by mechanically referring to biographical, or
psychological or other historical data outside the text (The World, the Text, and the Critic, 35). Like¬
wise Bourdieu criticizes a reductionist tendency in what he calls "external" reading; but whether his
own reading of Flaubert's Sentimental Education is free from that same tendency is debatable in my
opinion.
Bourdieu's works such

as
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politics of literature" without falling prey to reductionism is to examine the
worldly context from within the texts. For this reason, there will be relatively
little discussion of historical background in the traditional sense except in chap¬
ters 3 and 5 which introduce chapters 4 and 6.19 There is abundant evidence con¬
cerning history and the worldly context in the texts themselves. In what is to fol¬
low in chapter 2,1 will briefly rehearse the critical reception of Kdjin and Meian
in Japan and in the West to illustrate how the historicity of the modern which
Soseki brilliantly deconstructs in his works has been obscured in the shadow of
the universality of the modern taken for granted.20 Chapters 3 and 4 will discuss
Kdjin with an emphasis on the ideological implications of the emergence of the
modern family and, consequently, of a new sense of sexual difference. Chapters
5 and 6 will examine Meian, showing how certain social and cultural institu¬
tions were influenced by the process of modernization in society at large. Chap¬
ter 7 introduces chapters 8 and 9 which analyze Meian and Botchan with par¬
ticular attention to how grammar
reference to the

19 It is also

20

ongoing debate

and rhetoric work against each other in
the shishdsetsu and shosetsu.

over

partly because of the fact that so much has already been written about the so-called historical
background surrounding Soseki and his time that it seems hardly necessary to elaborate on it.
I do not review the critical reception of Botchan, because Botchan, often considered a humorous ex¬
perimental work by an author who has not yet reached full maturity, did not receive serious critical
attention until recently even in Japan.

2 The Critical Reception of

The

and

Meian

in

Japan

and

West

in the

Reception of Kojin and Meian in the West

When

third world text is read in the first world, the sense of

unfamiliarity is often
equilibrium, the reader either domesticates or neu¬
tralizes the exoticism of the text. The strategy for domestication is to exaggerate the familiar
aspects of the text and thereby disperse its discreteness in the hegemonic sphere of first
a

marked.

...

To restore the accustomed

world literature.

...

The

plan for neutralization also operates by distancing the menacing source. A strange
text is acknowledged to be strange, and this tautology thrusts the text out of the reader's
proximity.
Such pseudo-comments as "delicate," "lyrical," or "suggestive,"
seek to
conceal the absence of an encounter by cluttering up the field of reading and distracting the
...

reader from the

...

text.1

Ever since Edward Said's

Orientalism, revisionist critics have criticized at least

typical patterns for a Western universalist reading of third world texts,
which, to a large extent, apply to the Western reception of Soseki's Kojin and
Meian in the past.2 As Masao Miyoshi points out above, the "strategy for do¬
mestication" does not always consist in exaggerating the familiar aspects of the
text, but sometimes in exaggerating the unfamiliar aspects of the text, by resort¬
ing to exoticism. Once one establishes a particular unfamiliar and exotic quality
of a foreign text as the norm, it is tempting to judge other works of the same
culture by that standard. Basing one's reading on either familiar or exotic fea¬
tures, both these patterns implicitly posit a model, namely the European novel,
thereby suppressing the specificity of the text in question.
two

1 Masao

Miyoshi, "Against the Native Grain," South Atlantic Quarterly, 525-26. This widely-quoted
first published in 1988, and later reprinted in Postmodernism and Japan (1989), and with
some modifications, in Off Center (1991).
See Said, Orientalism, 3: "Orientalism can be discussed and analyzed as the corporate institution for
dealing with the Orient... : in short, Orientalism as a Western style for dominating, restructuring, and
having authority over the Orient." First published in 1978, it was influential in the development of antieurocentric reassessment of non-Western cultural products in years to come.
essay was
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that Soseki's later novels are anomalous in the
Japanese fiction.3 Despite some superficial similarities in
narrative techniques, they are also very unlike European realistic novels in ways
that I will discuss later in my chapters on Kdjin and Meian.4 And even though
the protagonists in these novels defy invisible social conventions in an unusual¬
ly provocative manner, their defiance does not follow the familiar pattern of
struggle recognizable in European realistic novels. I believe this has subtly con¬
tributed to the unfavorable reception of these works in the West: that is, for
hardly

necessary to argue

context of modern

Western

readers, these works have offered little that is either exotic

to attract

or

familiar

attention.

Edward Fowler discusses the emergence

of Tanizaki, Kawabata, and Mireigning triumvirate" of modern Japanese fiction in the late
1950s as having fixed the "conception of Japanese literature for American read¬
ers" for years to come.5 Irrespective of the intention of their translators and
publishers, the writing of these authors has helped to create an exotic image of
Japan that did not begin to be dismantled until very recently. Fowler quotes one
reviewer's question, posed as late as in 1989: "Could it be that the novel of del¬
icacy, taciturnity, elusiveness, and languishing melancholy—traits we have
come to think of as characteristically Japanese—is less characteristic than we
shima

as

"the

thought?"6
As Edward Fowler demonstrates in his

article, the Western reception of mod¬

Japanese literature has been a complex process influenced by both literary
extra-literary factors and cannot be explained in aesthetic terms alone. I do
not think it is an exaggeration, however, to argue that when compared with the
more aesthetic and dramatic presentation of Japan in the writings of "the reign¬
ing triumvirate," Soseki's unusual insistence on a mimetic and undramatic rep¬
resentation of reality in his last novels might have been found unappealing. This
is particularly true of Meian: Soseki's radical experiment in adopting third-per¬
son narration and the past tense in Meian, to which I will return in chapter 8,
ern

and

3 Aside from the

numerous Japanese critics who have expounded on Soseki's uniqueness, the recent shishosetsu discourse in the West, too, has demonstrated the "exotic" characteristics of Japanese shishd-

and shosetsu in

a way that unwittingly confirms Soseki's "unexotic" difference.
third-person narration in the past tense, which is often considered to be one of the hall¬
marks of the realist novel. Kdjin*s descriptive first-person narration can be also interpreted as aspiring
toward the type of narrative authority and closure associated with the realist novel.
See Edward Fowler's 1992 article, "Rendering Words, Traversing Cultures," 8. Victoria Vernon also
argues that Western readers have been partial to "projections of Japanese femininity by certain widely
translated male writers," especially Tanizaki and Kawabata (.Daughters of the Moon, 211).
Brad Leithauser, "An Ear for the Unspoken," 105, quoted in Edward Fowler, "Rendering Words, Tra¬
versing Cultures," 9.

setsu

4 Meian

5

6

uses
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artificial and constrained

style if one judges it by the standard of Jap¬
Western readers when he states:
works, a prolix and explanatory
novel that relies little on the traditional practice of suggestion."7 As is evidenced
by the even more explicitly negative reactions to Meian's style that Edwin
McClellan and Jay Rubin expressed, the third-person narration in Meian did not
impress the Western critics favorably.
By the time Meian reached an English-speaking audience,8 the realism of
nineteenth-century English fiction, which had inspired Soseki, had long been
outmoded. As early as the beginning of the twentieth century, Western novelists
were experimenting with various new forms of realism.9 Classic "authorial"
narration with a clear distinction between narratorial and "figural" language
was giving way to "figural" narration focusing on the fragmentary and disorder¬
ly picture of the characters' inner experiences.10 The immediacy and the inten¬
sity of the characters' feelings became more important than rounded and full

creates an

prose. Keene, indeed, represents many
Meian "is that rarity among Japanese artistic
anese

characterization.

This

"figural" orientation in twentieth-century psychological novels prompt¬
use of the Joycean "free direct style" (interior monologue)
along with the "free indirect style" (narrated monologue)—the dual voice tech¬
nique Soseki does not use in Meian.11 Although not in exact correspondence,
"figural" and subjective narration in shishdsetsu has a stylistic feature more
reminiscent of a "free direct style" (interior monologue). Given modern skepti¬
cism toward classical realism and transparent language, a more typically Japaed the extended

7 Donald Keene, Dawn to the West

8

9

10

11

(1984), 346.

V.H.Viglielmo's English translation of Meian, Light and Darkness, came out in 1971. Edwin McClellan's Kokoro (Kokoro) and Alan Turney's The Three-Cornered World (Kusamakura) came out respec¬
tively in 1957 and 1965.
In different ways, Proust, Joyce, Woolf, and Kafka were the forerunners of this experiment. Fredric
Jameson aptly points out in his 1991 essay on Soseki that "the whole cultural period to which Meian
somehow corresponds" seems to be "that of high modernism, which in the Far East seems peculiarly
to coincide with the period of realism (and this belatedly, according to Western chronology), rather
than to follow and to replace and discredit it" (Jameson, "Soseki and Western Modernism," 124). This
discrepancy is likely to have made the novelty of the style in Meian less penetrable to a Western audi¬
ence accustomed to viewing classical realism as outmoded.
The distinction between "figural" and "authorial" narration is taken from Dorrit Cohn's Transparent
Minds, 139. Cohn also writes: "Historically the evolution from authorial to figural narration brings
with it an evolutionary development of the modified techniques such as emphatically narrated mono¬
logue, consonant psycho-narration and unsignaled quoted monologue. These are also the techniques
that work toward the effacement of the line of demarcation between authorial and figural language"
(Transparent Minds, 139).
For a discussion of "free indirect style," see Cohn, Transparent Minds, 107.
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style of writing that calls the reader's attention to the personal voice of the
linguistic situation of his writing, might have been more ap¬
pealing.12 It is probably not a coincidence that Western readers found such sty¬
listic features, reminiscent of the new free direct style, in the works of Kawabata
Yasunari and other writers, and preferred this sort of writing to Soseki's.
The emphasis on the theme of the modern self, which dominated criticism of
Japanese fiction for a long time, is another ethnocentric bias that Masao Miyoshi
criticized in his article of 1988, "Against the Native Grain," already noted. If the
Western reader looks for the familiar theme of modern selfhood in modern Jap¬
anese literature, he is bound to be disappointed, in Miyoshi's view, because the
notion of the self is very different in Japan. If one takes Miyoshi's argument lit¬
erally and supposes that the Western reader has indeed been tempted to judge
Japanese literature in terms of the presence or absence of the familiar Western
notion of the modem self, one must be surprised by the unfavorable reception of
Soseki's last novels. Despite Soseki's seeming attempt to challenge the Western
notion of the self, one would expect that his simultaneous vigorous relativization of the Japanese self should have been perceived as "modem" and therefore,
"familiar." The protagonists in Kojin and Meian, Ichiro and Onobu, both protest
against the split female role implicit in the premises of the conventional mar¬
riage: if one follows Miyoshi's logic, Ichiro's and Onobu's unusually "modem"
sense of self, and their insistence on interacting with their spouses in a way that
defies traditional assumptions, ought to have received more recognition in the
nese

narrator and to the

West.

Strikingly enough, some Westerners do consider Soseki to be one of the few
Meiji intellectuals who comprehended the meaning of "individualism."13 But,
the individualism they associated Soseki with was not so much that found in
Kojin and Meian as that in his well-known lecture, "Watakushi no kojinshugi"
(My Individualism, 1914). The paradoxical Western perception of Soseki as the
author of "Watakushi no kojinshugi" and as the author of Kojin and Meian sug¬
gests one plausible explanation: the protagonists' struggles in Kojin and Meian

12 Roland Barthes' fascination with bunraku puppet

theatre, in which "the presence of the puppeteers is
emphasized, as if to combat a natural illusion," might be seen as another such
example of Western interest in the non-Western quality of Japanese aesthetics (Moriarty, Roland Bar¬
thes, 113). See also Barthes, The Empire of Signs, 58-60.
See, for example, Edward Fowler, The Rhetoric of Confession (1988), 76, where he writes: Soseki was
perhaps "the only Meiji or Taisho writer to comprehend fully the meaning of individualism in Japanese
society." He is curiously silent about the effect of Soseki's unusually full understanding of individual¬
neither concealed

13

ism

on

nor

his shosetsu, however.

The
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against invisible social conventions, and their entanglements in the premises of
were not recognized and appreciated as such.14
It is in the Western reception of Meian that one sees most clearly a tendency
toward the kind of contradictory perception of Soseki that I have described.15 In
The Japanese Novel of the Meiji Period and the Ideal of Individualism, Janet
Walker argues that in the Meiji period, Shimazaki Toson and three other writers
(Futabatei Shimei, Kitamura Tokoku and Tayama Katai) were the most "sympa¬
thetic to the ideal of individualism and creatively involved with it in their
work."16 She dismisses Soseki as less obviously committed to expressing his idea
of individualism in his novels. She admits that Soseki expresses a "mature con¬
cept of individualism... that precluded egoism... most succinctly expressed" in
"Watakushi no kojinshugi": "Yet in his novels," she continues, "he depicted the
people he saw around him: people who were unable to admit the validity of other
the modern

selves, with their troublesome
Meian

demands."17 She describes Meian

as

follows:

suffer from the fact that they are enmeshed in a legal
emphasis of [Soseki's] scrutiny is the blind egotism
and the power that each, in his blindness, desires to gain over the other.18

depicts a married couple who
and therefore unfree bond, and here the
...

of the characters

Donald Keene introduces Soseki in his 1984 monumental
to

the West,

literary history, Dawn
by claiming that "no writer is more highly esteemed by the Japanese

than Natsume

from

Soseki."19 However, Keene confesses that Meian "bores [him]

beginning to end," and

remark that "it is undeniable that the
by selfish desires that isolate
them from the rest of humanity."20 Edwin McClellan does not include Meian in
his otherwise extensive summary of Soseki's novels in Two Japanese Novelists:
Soseki and Toson. He explains that this is principally because the work is unfin¬
goes on to

characters in Soseki's later works

are

tormented

ished and therefore difficult to treat, but also because "it is the most tedious of
Soseki's later novels": "Its main characters

uninteresting

young

self-centered and

really rather
businessman and his equally self-centered wife."21 V. H.
are a

14 Between

Kojin and Meian, Soseki wrote Kokoro (Heart, 1914) and the autobiographical Michikusa
(Grass on the Wayside, 1915). Of Soseki's later novels, Kokoro is probably the most favorably received
in the West. In my view, this is at least partly related to the fact that Kokoro deals with an apparent

16

of

guilt rather than with a struggle against invisible rules of social conventions.
relatively few direct references to Kojin in English.
Walker, The Japanese Novel of the Meiji Period (1979), ix.
sense

15 There

are

17 Ibid., 260.
18 Ibid., 255.

19 Keene, Dawn to the West, 305.
20 Ibid.
21

McClellan, Two Japanese Novelists (1971), 59. Neither John W. Morrison's Modern Japanese Fiction
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translator of Meian, although admitting Onobu's unusual strength
behavior in the novel is shot through with an ego¬
ism that simply cannot be passed off as individualism."22 He seems to see Kiyo¬
ko, Tsuda's former fiancee, as the saving grace of the whole novel, which he

Viglielmo,

a

of will, states that "her entire

characterizes

hell."23 Likewise, Ward William

"five hundred pages of egoistic
Biddle describes all the characters in the novel as
as

embodiment of S5seki's

"egotists" except Kiyoko, "the

ideals."24 They all seem to be either puzzled or regret¬

ful that the self-centeredness of the

protagonist couple

mars

the literary value

of the work.

Only two observers writing in English, Masao Miyoshi and Beongcheon Yu,
clearly run counter to this tendency by their positive evaluation of both Meian's
characters and the work's literary merit.25 Besides these, Howard Hibbett comes
perhaps closest to acknowledging the novelistic value of the later Soseki.26 Kathryn Sparling in her 1982 essay,"Meian: Another Reading," considers Meian "the
culmination of Soseki's artistry," but nevertheless adopts the negative view of
Onobu as vain and her husband Tsuda as selfish, while seeing Kiyoko as a sym¬
bol of purity and as the potential savior of Tsuda.
I believe it is reasonable to argue that S5seki's last works were neither "ex¬
otic" nor "familiar" for many Western readers. He did not impress them with a
vision of exotic Japanese femininity or masculinity, or with that of romantic re¬
volt as, for example, Kawabata, Tanizaki, Mishima, or Toson did. Nor have they
been convinced of his protagonists' "modern selfhood." Even during the period
when Western readers supposedly read a "third world text" with an eye for an
ideal of "individualism" or for their "familiar aspects," in Miyoshi's words,
Ichiro's and Onobu's endeavor

were

dismissed

as

self-centered. At the risk of

oversimplification, one might say that the Western readers who failed to recog¬
nize the familiar theme of individualism in Soseki's Kdjin and Meian tended to
dislike them instead for their

superficial unfamiliarities, for an "uninteresting
plot," for example, or for lack of "spontaneity" in the characters.27
(1975), nor Thomas Rimer's Modem Japanese Fiction and Its Traditions (1978), discusses Meian. In
his introduction, Rimer notes that he has adopted the Japanese method of choosing the texts he admires
22

most and thus treats only Kusamakura (The Three Cornered World, 1906) in the section
Viglielmo, "Afterword," 387.

on

Soseki.

23 Ibid., 397.
24 Biddle, "The

Authenticity of Natsume Soseki" (1973), 419,422.
Miyoshi's Accomplices ofSilence (1974) and Yu's Natsume Soseki (1969).
Hibbett, "Natsume Soseki and the Psychological Novel" (1971), 305. The World of Natsume Soseki
(1987) edited by J. Vardaman is the most recent effort in English to present a wide-ranging view of
Soseki by both Japanese and Western scholars.
See Keene, Dawn to the West, 346, where he writes: "[Light and Darkness] is not only exasperatingly

25 See Masao
26

27
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Some words

the nature of Japanese

literary criticism are in order before I go
Japanese reception of Kojin and Meian. Over the years, many
Western critics have expressed their frustration with the state of Japanese liter¬
ary criticism.28 A relatively cautious and understanding attitude toward both
Japanese literature and criticism has been prevalent lately, probably because of
a fear of Western hegemonism. In this respect, Hijiya-Kirschnereit's penetrating
criticism of the nature of Japanese literary scholarship in her 1990 Was heifit:
Japanische Literatur verstehen? Zur modernen japanischen Literatur undLiteraturkritik is an exceptional work, described as follows by her reviewer, D. G.
on

on

to discuss the

Bargen:
These essays are

bound to be of intense interest to all who have expended sweat and tears
struggling to communicate with kokubungakusha.
Her well-documented assessment of
Japanese weakness in literary methodology and hermeneutics amounts to no less than a
charge of Unwissenschaftlichkeit—perhaps the ultimate in scathing criticism by a German
scholar—the sting is hardly removed by granting the Japanese critics certain insights
through the mysterious process of Tntuitionismus.'29
...

Hijiya-Kirschnereit points out

among

other things that such

an

expression

as

kokubungaku (the national literature) is in itself a sign of discrimination by Jap¬
anese scholars, since non-Japanese researchers can never say they study
kokubungaku.30 The difference between kokugo and Nihongo exists in the
minds of kokubungakusha (scholars of the national literature) in a way that de¬
taches them from the international community of scholars. Mizumura Minae
confirms that this tendency exists by elaborating on an "unfortunate" implica¬
tion inherent in the act of writing in the Japanese language. She argues that the
Japanese have traditionally disregarded the possibility that their work might be

uninteresting in its plot, but ponderous in tone.
Worst of all, the egoism of Tsuda is completely un¬
interesting, and there is absolutely no spontaneity in the discussions.
Only one character, the con¬
niving Mrs. Yoshikawa
is likely to intrigue readers, though they never discover what motivates her.
Light and Darkness seems to me less a new departure than the wearied prolongation of a career that
might better have ended with Grass on the Wayside"
See Francis Mathy's 1973 review of Essays on Natsume Soseki's Works, 104, where he writes: "Japa¬
nese critical writing is so different from Western that even the best translation would leave much to be
desired
Critical statements are often left quite vague and imprecise, or hedged in with many qual¬
...

...

...

28

...

ifications."
29

30

Bargen, review of Was heifit: Japanische Literatur verstehen? by Hijiya-Kirschnereit, 118.
Hijiya-Kirschnereit, Was heifit: Japanische Literatur verstehen?, 164. (I am grateful to Gabriela Br As
who summarized chapters IX and XI for me in English.)
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translated into another
therefore become

language, concluding that Japanese critical texts cannot

international.31

Both Mizumura's and

Hijiya-Kirschnereit's comments suggest the nature of
kokubungakusha were producing until recently. They did
not write for any audience beyond their own limited circle. As far as Soseki is
concerned, the worldly context of his later novels seems to have been passed
over as obvious. Many of the cultural and social structures described in Soseki's
later novels still exist in today's Japan. Since the implied readers have been
mostly the Japanese scholars themselves, they have been uninterested in defin¬
ing what they all took for granted.
As is well-known, Japanese readers and critics have often shown an exces¬
sive interest in an author's personal life, an attitude which is most definitely
rooted in the Japanese shishdsetsu tradition.32 Miyoshi Yukio represents many
other Japanese critics when he writes:

the critical texts the

in why an author wrote a particular work rather than in the work
question why he wrote it, one must refer to the author's actual life
important factor (influencing his decision to write it).33

I have been interested

itself. When
as an

one

more

asks the

In Edward Fowler's

words, the Japanese have tended to "regard the author's life,

and not the written work, as the definitive Text'" and "to see the work as mean¬

ingful only in so far as it illuminates the life."34 With the meticulousness of tra¬
ditional academic criticism, many minutely detailed biographical accounts of
authors' lives and works have been produced. The overlapping images of the
protagonist and the author himself have long constituted a favorite subject of lit¬
erary analysis, even in the discussion of non-shishdsetsu writers such as
Soseki.35
Another

important aspect of Japanese literary criticism likely to have been
inspired by the shishdsetsu tradition is its impressionistic approach. According
to Edward Fowler, the Japanese "notion of what is 'real' or 'authentic' is tradi¬
tionally limited to personal observation and experience."36 He sees this notion
reflected in the shishdsetsu's obsession with the "authenticity" of the text, with
31

Mizumura, "Karatani Kojin to Pom do Man," 92.

32 It

hardly needs any apology to argue for the connection between the shishdsetsu tradition and the Jap¬
biographical criticism. See also Hijiya-Kirschnereit, 'The Darkness at the Foot of the Light¬

anese

house," 340.
33

Miyoshi Yukio, and Karatani, 'Taidan: Soseki to wa nani ka" (1989), 8-9.
of Confession, xviii.
Yoshida Hiroo quotes Hirano Ken in 1981 (Yoshida et al., "Shinpojiumu: Sakkaron no hoko," 11): "It
may be that the shishdsetsu has died, but its tradition has survived in the area of literary criticism."
Edward Fowler, The Rhetoric of Confession, 7.

34 Edward Fowler, The Rhetoric
35

36
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"autobiographical purity."37 This belief in the authenticity of "personal ob¬
experience" can be transferred to the critic's readerly experience
of the text itself, and by pushing this argument one step further, one can arrive
at the conclusion that the critic's personal experience of reading is difficult to
explicate in a systematic manner. I quote Eto Jun's remark which seems very
appropriate in this context:
its

servation and

I think that

literary theory, if it is to be called a theory at all, can be discovered only a pos¬
through the critic's ethical as well as aesthetical experiences as he reads a particular
work. Once discovered, however, this theory does not necessarily work again in the same
effective manner in its application to another work. This is, I think, the fate of any literary
theory, for a theory cannot be alive unless it is rooted in the critic's own experience of an
actual work. By its own nature, this kind of experience can hardly be repetitive.38
a

teriori

Faith in

genuine personal impressions difficult to "repeat" in words gives one an
easily accessible solution: to recount and elaborate on the original situation out
of which certain impressions were produced in the hope of arousing a similar
subjective experience in others. With the help of such things as carefully select¬
ed information about the author and his state of mind at the time he presumably
wrote a particular piece, the critic attempts to produce in the reader impressions
similar to those the piece aroused in himself—hence the expression shishdsetsuteki jikkanshugi (shishdsetsu inspired impressionism)—, which had a strong
hold among the kokubungakusha. But how effective is such a method in com¬
municating subjective impressions to those who do not share the cultural con¬
sensus the impressions are built upon?39
Japanese critics have not been oblivious to recent critical developments in
the West, however. Maeda Ai, Karatani Kojin and Komori Yoichi among others
have been actively engaged in challenging the validity of this traditional ap¬
proach. Not only critics, but writers as well, have been on the offensive. As early
37 Ibid.

38 Eto Jun,

quoted in Thomas Rimer's 1978 Modern Japanese Fiction and Its Traditions, 17.
good example of the impressionistic approach can be found in Hiraoka Toshio's essay titled "Meian:
Shin to heiwa no kagayaki" {Meian: Glitter of Trust and Peace) where he expresses his empathy for
Soseki's own feelings of "bliss" in finding "brightness of faith and peace" in Kiyoko's eyes as a beau¬
tiful token of a trust she once placed in Tsuda {"Meian: Shin to heiwa no kagayaki," 131). We may
appropriately recall Hijiya-Kirschnereit's argument that the Japanese have had a tendency to under¬
stand literary scholarship as "art" rather than as a "science." They are not interested in developing a
"meta-language" and try to communicate on the same level as the "artistic" text being discussed. She
therefore expounds on the necessity of "transformation of codes," or "translation" in analyzing a given
text. Meaningful recognition and understanding of the text can only be brought about by a discourse
in a "meta-language" different from the language the original text is written in {Was heifit: Japanische

39 A

Literatur

verstehen?, 169).
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1977, Oe Kenzaburo, in his article "What We Expect from Modern Literary
a writer's appeal for a more systematic and constructive criti¬

Scholars,'" made

of Japanese critics.40 He in fact criticizes the "impressionistic
journalism" of Eto Jun for poisoning the literary climate in Japan 41 More re¬
cently, Tsutsui Yasutaka's parody of the state of Japanese literary criticism en¬
titled Bungakubu Tadano kyoju (Professor Tadano of the Humanities Faculty),
a 1991 best-seller, gave expression to his frustration with old-fashioned criti¬
cism. In his lectures, the "mere professor" (tadano kyoju is a pun) emphasizes
the importance of literary theory for critics of ordinary caliber, warning that the
ability to write good criticism with an impressionistic approach is a privilege re¬
served only for the few rarely accomplished literary critics such as Kobayashi
cism

on

the part

Hideo.
While the

approach has produced some stimulating work, most of the
kokubungakusha have remained moderates who try to compromise within the
framework of sakkaron (treatment of the author) and sakuhinron (treatment of
new

the

work) the latter added to counterbalance the traditional dominance of the
former.42 As Maeda Ai pointed out, however, sakuhinron as an alternative for
sakkaron does not touch the heart of the

problem, which actually lies in the
subject of discussion 43 In fact, much of what
is comprised in the supposedly new sakuhinron seems as much rooted in tradi¬
tional impressionism as sakkaron is. Oe Kenzaburo argues that a recent interest
in literary theory has proved to be no more than a fad. According to Oe, new lit¬
erary theories ranging from Structuralism and Postmodernism to Deconstruction
were avidly consumed but quickly forgotten in the late eighties, just like other
ideas imported earlier.44 Although slightly exaggerated, Oe's remark is probably
applicable to most Japanese literary criticism of Soseki's Kojin and Meian until
recently. In the following discussion of the Japanese reception of Kojin and
choice of method rather than in the

40 Oe, "Gendai
41

bungaku kenkyusha ni nani o nozomu ka," 24-36.
In his 1988 book, Shosetsuka Natsume Soseki, Ooka Shohei also criticizes
his

return to

42 The

43

44

Eto's indiscriminate

use

of

personal prejudices and biographical speculations in his interpretations of Soseki's works. I will
Ooka's work later.

development of this new form of literary criticism, the sakuhinron, was first advocated by Miyoshi
Yukio, but was resisted by Tanizawa Eiichi in the 1976 symposium in Japan. The controversy between
these two scholars, as well as the nature of zadankai, ronso and other important forums in which Jap¬
anese literary criticism is made are discussed in Hijiya-Kirschnereit's Was heifit: Japanische Literatur
verstehen?, chapters IX, XI.
He describes the situation in Japanese literary criticism as stagnating in a state of national isolation
(sakoku) in the December 1981 issue of Kokubungaku: Kaishaku to kenkyii (Maeda, Tanizaki and Isoda, "Zadankai: Hihyo to kenkyu no setten: Sono go," 31).
Oe, Saigo no shosetsu (1988), 229.
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Meian, most criticism, particularly those called standard interpretation, teisetsu
in

Japanese, still follows the traditional approach in

The

one way or

another.

Reception of Kojin in Japan

The standard

interpretations of Kojin can be roughly divided into three catego¬
emphasizes Ichiro's philosophical anguish and sees
him as a lonely individual whose modern ego isolates him both from his wife
and from the rest of humanity. This interpretation focuses on the last chapter
"Anguish" ("Jinro"), Ichiro's discourse on the philosophical and religious as¬
pects of his predicament. The second category of standard interpretation puts
more emphasis on the relationship between Ichiro and Nao and asks whether or
not a successful traditional marriage is possible at all between a couple awak¬
ened to their modern selves. Finally, the third category of standard interpreta¬
tion, which is more experimental, emphasizes Jiro's forbidden love for Nao, a
theme that resonates with the critic's interest in Soseki's presumed, forbidden
love for his sister-in-law. These interpretations posit an image of Soseki reflect¬
ed in Ichiro, who is seen as embodying the general malady of the transitional
age in which he lived. From these interpretations one learns as much, if not
ries.45 The

more,

most dominant

about Soseki than about the novel itself.

On the

fringes of the standard interpretations, there are also some interesting
analyses of Kojin written by more recent critics who emphasize cultural and so¬
cial conditions in the novel. Fujisawa Ruri analyzes the characters in the novel
in terms of how well they have mastered "the language of the Nagano family."
Yamada Akira casts a new light on Ichiro and Nao's positions in the family by
analyzing their difficult roles as the first son and the first son's wife in relation
particularly to Ichiro's parents.46 Mori Shinobu focuses on aspects of Kojin
which have been neglected in standard interpretations, namely on the underly¬
ing social conventions and the process of verbal communication in the text47
Another interesting line of interpretation involves new attention to Soseki's
"feminist" attitude towards the women portrayed in the novel. Komashaku Kimi,
45 The standard

interpretations of Kojin appear in a great number of essays and books by Japanese
I have summarized certain tendencies without referring to the names of the individual critics.

46 See

47

critics.

Fujisawa Ruri,"Kojin ron: Kotoba no hen'yo," and Yamada Akira,"Kojin igi," both of which were
published in the 1991 collection of essays on Kojin, Asada Takashi and Toda Tamiko, eds., Soseki
sakuhinron shusei, vol. 9: Kojin.
Mori's Soseki e no sokuen: Sorekara, Mon, Kojin was published in 1988.
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titled "Dansei genri no chosensha toshite no Soseki" (Soseki as a
Challenges Male Chauvinism), published in her 1984 Majo no ronri
(A Witch's Theory), tries to approach Soseki from a feminist point of view.48 In
Sorekara's Daisuke and Kojin's Ichiro, she sees Soseki's skepticism toward the
man's role as the breadwinner of the family and the stereotypical image of the
man as strong and powerful. Daisuke questions the idea of a career as a test of
manhood. Ichiro is tormented by the "trivial" and "feminine" (memeshii) prob¬
lem of not being able to communicate with his wife.49 Arguing that the concept
of happiness is still a feminine value in Japan, Komashaku gives credit to Dai¬
suke and Ichiro for valuing happiness more than a successful career.50 The fact
that Komashaku's older, more conservative essay instead of this one was includ¬
ed in the already mentioned Kojin, vol. 9 of Soseki sakuhinron shusei, may indi¬
cate that her feminist interpretation was, indeed, considered a witch's theory
(jmajo no ronri) and not standard interpretation (teisetsu) yet.
an

essay

Writer Who

The

Reception of Meian in Japan

The initial

reception of Meian was somewhat varied. Most critics acknowledged
literary merit, but some reacted to what they regarded as its portrayal of "bla¬
tant egoism," especially in the figure of Onobu. For many critics, the only pos¬
itive feature of it was the character Kiyoko, Tsuda's former fiancee, who, for
them, represented traditional feminine values. The most classic example of this
view was Komiya Toyotaka, a well-known disciple of Soseki, who interpreted
Meian in terms of S5seki's favorite dictum, sokuten kyoshi (follow heaven, ab¬
jure the self).51 Setting the saintly Kiyoko against the self-centered Onobu, he
argued that Soseki's intention was to disclose the ugliness of the human ego in
such a way as to alert the readers to their own egotism, thereby prompting them
to abjure their selves and to follow heaven. This pattern of reception is reminis¬
cent of the Western reception of the work. In contrast to Donald Keene and other
Western critics, however, Japanese critics were still moved by Meian, regardless
its

of their moral

48 Another

censure

example of the

(1990).
49 Komashaku, Majo
50 Ibid., 282.
51

no

of the characters.

new

feminist approach is

in Natsume Soseki to josei by Sasaki Hideaki

ronri, 284 and 277.

Komiya's didactic interpretation of Meian
(Afterword to Meian).

seen

was most

succinctly expressed in his "Meian kaisetsu"

The

21

Reception of Kojin and Meian in Japan

The "anti-Onobu" faction founded

by Komiya Toyotaka has gradually lost
ground to the "pro-Onobu" faction, composed mostly of later critics who see in
her a courageous "individualist." Eto Jun was one of the first proponents of the
"pro-Onobu" faction, who criticized the myth of Kiyoko, the saintly woman,
and that of sokuten kyoshi. In his ground-breaking work, Natsume Soseki, pub¬
lished while he was still a college student,52 he praised Meian for its realism and
for its portrayal of women, particularly of Onobu—a view that won acceptance
as the new standard interpretation in the 1950s. The controversy over the female
protagonist's role is far from settled in Japan, however. As Koizumi Koichiro
points out, both Kato Jiro and Hiraoka Toshio took a "pro-Kiyoko" ("antiOnobu") view of Meian as late as in 1988.53 There are still surprisingly many
"anti-Onobu" critics, typically male, who cling to the old image of Soseki first
delineated by Komiya. Such an idealization of Kiyoko seems motivated more
by the critic's moral judgement of the character than by his literary criteria.
Another aspect of the controversy surrounding Meian's portrayal of women
is the critics' tendency to categorize Soseki's female characters as either "ideal
women" (tenjo no onna, or eien no onna) or as "actual women" (chijo no onna,
or genjitsu no onna).54 This inclination has driven many critics to hunt for
Soseki's ideal woman in real life—a search inspired by Eto Jun's 1970 essay,
"Tose to iu na no aniyome" (A Sister-in-law Called Tose). Eto argues that So¬
seki's forbidden love for his sister-in-law is an underlying theme in many of his
works. Against such a real-life "ideal woman" he sets the image of Soseki's
wife Kyoko, a reputedly "bad wife" (akusai). Many books and essays on the
subject followed, suggesting other alternatives for real life models.55
Ooka Shohei has criticized Eto Jun's "Soseki to Asa

o

densetsu"

(Soseki and

the

Legend of King Arthur) for its tendency to reduce the themes of Soseki's
works to a merely biographical significance, namely, to his personal relation¬
ship with Tose.56 Carefully documenting inconsistencies in Eto's arguments,

52 Eto's Natsume Soseki

was first published inl956.
"RinjG zengo Meian no seishin" (1989), 111. See also Kato Jiro, "Meian ron: Tsuda to
Kiyoko" (1988), and Hiraoka, "Meian: shin to heiwa no kagayaki" (1988).
For a discussion of Soseki's women in his life, see Ando Kumiko, "Tsuma Kyoko to sono jitsuzo"

53 Koizumi,
54

(1989), 67.
55 The best known

examples are Kosaka Shin's Soseki no ai to bungaku (Natsume Soseki's Love and Lit¬
1974), in which Otsuka Naoko was described as Soseki's ideal woman. Miyai Ichiro's Natsume
Soseki no koi (Natsume Soseki's Love, 1976) argued that his ideal was an unknown "professional wom¬
erature,
an."

56 See Ooka Shohei, "Eto Jun cho Soseki to
o

Asa o densetsu hihan," 134-38 and "Futatabi Soseki

to

Asa

densetsu hihan," 139^44 in his 1988 Shosetsuka Natsume Soseki, which discusses Eto Jun's 1975

dissertation, "Soseki to Asa

o

densetsu."
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Ooka takes

exception to Eto's impressionism in his interpretation of S5seki's
successfully liberated Soseki's readers
from the myth of the ideal woman, Kiyoko, and of sokuten kyoshi earlier, thus
ended up creating another myth—that of "Tose, the eternal lover."
As with Kojin, some critics have applied a non-conventional approach to
Meian. Aihara Kazukuni demonstrates, by analyzing Soseki's style in Meian,
how he succeeded in multiple-consciousness narration.57 Oe Kenzaburo, in his
essay, "Meian no kozo" (The Structure of Meian) gives an interesting analysis,
dividing the novel into the world of "Light" and the world of "Darkness."58 By
placing in the world of "Darkness" Kiyoko, who takes over Mrs.Yoshikawa's
role in trying to thwart Onobu's struggle to win her husband's love, Oe offers a
new interpretation. Sakaguchi Yoko gives an allegorical reading of Meian, see¬
ing it as Tsuda's awakening from the nightmare of materialism, represented by
Onobu, to the Utopian "pre-modernity" symbolized by Kiyoko. While her sim¬
plistic juxtaposition of evil "modernity" against Utopian "premodernity" is
problematic, her emphasis on symbolic rhetoric in the text does offer some use¬
forbidden love. It is ironic that Eto, who

ful

insights.59
To

up, many standard interpretations (teisetsu) testify to the desire of
Japanese critics to look for authorial presence in the texts. Many of them inter¬
pret Kojin and Meian in accordance with their respectful image of the author.
They "elevate" Ichiro's search for proof of Nao's love to a symbol of his philo¬
sophical anguish; they associate the artless and trusting Kiyoko with Soseki's
ideal woman in real life. This focus on the relationship between Soseki's life
and his novels, combined with the critics' indifference to non-Japanese readers,
seems to have prevented them from giving more thought to the social and cul¬
sum

tural constituents of the texts.
Another aspect

of the standard interpretations (teisetsu) is that male critics of¬
ignore the gender-role expectations integral to patriarchal social
conventions. As Komashaku's book indicates, many of these critics tend to slight
the significance of Ichiro's longing for proof of love from Nao, still a minor and
"unmanly" concern to many of these commentators.60 As for Meian, many male
critics discover an ideal feminine innocence symbolized by Kiyoko and see Kiyten seem to

57 See Aihara, Soseki

bungaku

kenkyu (1988), 407-13.1 will return to Aihara's work later.
Saigo no shosetsu (1988): 157-76.
Sakaguchi Yoko, Tsumazuki toshite no bungaku (1989).
Mizutani Akio describes Ichiro's longing for spiritual love as being "the ultimate human egotism of
wanting to be involved in every aspect of a woman" in Soseki bungei no sekai (1975), 166. Yoshida
Seiichi finds Ichiro's inclination incomprehensible and calls for a psychoanalytical examination in his
essay, "Soseki no bungaku" (1981), 9.
no

58 See Oe, "Meian no kozo," in his
59
60
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Tsuda's

potential savior from Onobu's pursuit of love. As Oe pointed out,
by virtue of her attractiveness, Kiyoko can also function as the "Temptress in the
World of Darkness," leading Tsuda astray. In fact, Oe's "Light" and "Darkness"
can be seen as representing the separate worlds of "Osan" and "Koharu," those
of the wife and the lover, symbolizing the split female roles assigned to women
in the Edo period.61 By implicitly accepting this split, many male critics are
caught in the trap which Mrs.Yoshikawa sets out, wandering into the world of
"Darkness" while searching for "Koharu" in Kiyoko and abandoning Onobu to
the world of "Osan." Regardless of this variety in critics' attitudes toward the fe¬
male protagonists in Meian, however, most critics today find some measure of
modern individualism in the figure of Onobu, give credit to Meian's successful
third-person narration, and acknowledge Meian's status as one of the best real¬
istic novels of modern Japanese literature.
If one compares the critical reception of these novels in Japan and the West,
one can make interesting observations which illustrate how the universalist ap¬
proach has suppressed the provocative nature of these texts both in form and
content. In Japan, the protagonists of both Kojin and Meian have been ac¬
claimed as living examples of Meiji modernity, and the third-person narration
in Meian which Soseki manages to distinguish from the voices of the characters
was positively evaluated as an example of the successful adaptation of Western
narrative techniques.62 What little comment there is from Western critics sug¬
gests that they react against the "petty egoism" of the protagonists in Kojin and
Meian as well as against the artificial and constrained style of the third-person
as

narration in Meian.

Despite the seeming differences, both patterns of reception demonstrate a
already noted—a tendency most manifest in the re¬
ception of Meian. The Japanese critics looks for a portrayal of modern selfhood
based on a European model in evaluating Meian, whereas the Western critics
posit what they perceive to be the Japanese novel, defined as the "Other" of their
own Western tradition: implicit in some of their reactions is that as the "Other"
of their own tradition, Japanese literature serves itself better by remaining exot¬
ic and elusive. The uncritical use of terms such as "egoism and individualism"
"universalist" inclination

61 Osan and Koharu

62

are the two female protagonists of the Chikamatsu's classical play, Shinju ten no
Amijima (The Love Suicides at Amijima, 1720). The polarization of female roles will be discussed in
chapter 3.
Seeing Meian as the culmination of Soseki's writing career, Japanese critics have often evaluated the
narrative structure of Kojin (and of other novels of the same period) as transitional to the more coher¬
ent and mature narrative form found in Meian—a tendency that Karatani Kojin criticizes in his essay,
"Soseki no tayosei: Kokoro o megutte," included in his 1989 Kotoba to higeki, 33.
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and "first and

third-person narrations" on the part of critics testify to their ten¬
the universal applicability of these terms. A failure to qualify
these notions by considering the specific historical, social and cultural forces
operating in these works and the specific literary circumstances under which
Soseki was writing has, I believe, led to a standardized and stagnant emphasis
on how Kojin and Meian approximate or do not approximate the European re¬
dency to

assume

alistic novel.
There is
of

one

qualification I would like to make with regard to the reception

Kojin and Meian. In line with recent anti-eurocentric critical developments,

the

so

called universalist

der attack for

some

approach and a theory of modernization have been un¬
time. As Paul Anderer declared in his 1994 review of David

Pollack's

Reading Against Culture (1992) and James Fujii's Complicit Fiction
(1993), "only the narrow-minded or the narrowly read would say that no change

has

come

practiced in the United States over the
as well as Japanese critics
actively engaged in the project to revise the way we read modern Jap¬

to

last several
have been
anese

Japanese literary studies

as

years."63 Many Western Japanologists

literature. Fredric Jameson's "Soseki and Western Modernism" is

example of the non-universalist approach applied by
which I will

come

back later. I do not

mean

to

a

a

recent

non-Japanologist, to

suggest therefore that the critics

whom I have examined here

necessarily hold the same view of Kojin and Meian
point of my argument is not to criticize any specific group of commen¬
tators but is to demonstrate how each culture and period has an implicit need to
locate the message that a work is expected to provide, and each reading is inev¬
itably influenced by the cultural, social and historical position of the reader that
interprets the text.
now.

The

The Soseki Boom and New Critical

Approaches to Japanese Literature

In her taidan interview with Ishikara Chiaki and Komori Yoichi

published in the
kenkyu (Study of Soseki) Tsushima Yuko recounts how
pleasantly surprised she was on returning home to Japan after a year's absence
in 1992 to find Soseki suddenly in the center of attention.64 A new wave of what
one may call the "Soseki boom" occurred in the beginning of the 1990s, no
1994 issue of Soseki

63 Anderer, "Brave New

History," 460.

64 Kawamura Minato wrote about the resurgence

Soseki").

of interest in Soseki's works in 1992 ("Hanpuku

sareru
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doubt

inspired by works by revisionist critics partial to Soseki such as Karatani
Kojin and Komori Yoichi. As noted, Karatani Kojin already in 1980 put Soseki
in the central position in his discussion of the "origins" of modern Japanese lit¬
erature; and his book was translated into English in 1993.65 A collection of Karatani's earlier essays was published as Soseki ron shusei (Collected Works on
S5seki) in 1992. Komori Yoichi's new approach to Kokoro instigated a series of
debates between Komori and the more orthodox Soseki critic, Miyoshi Yukio in
1985.66 A new collection of Soseki's works was launched in 1993 by Iwanami
shoten, in celebration of the publisher's 80th anniversary. The first issue of So¬
seki kenkyu, edited by Komori Yoichi and Ishihara Chiaki, came out in October,
1993, featuring an editors' taidan with Karatani Kojin under the title, "Nihon ni
tojirarenai sekai de tsuyo suru Soseki no tankyu o" (Exploring Soseki in a Man¬
ner That Is Open to the World outside Japan). They make a point of ending their
taidan with an emphasis on making Soseki kenkyu open to the world beyond the
limited space of kokubungaku. The summer 1993 issue of Bungaku subtitled,
"Soseki no kukan" (Soseki's World), also features nine essays on Soseki's
works.
As Ishihara Chiaki states in his "Henshu

goki" (Editor's Afterword) in the
however, as many as twenty or thirty books, and two
to three hundred scholarly articles on Soseki are being published every year in
Japan. Overwhelmed, one either loses sight of Soseki in the sheer bulk of the
critical sources, or naively clings to the cliched image of Soseki, repeating what
someone else has already said or written at some point.67 Therefore the only jus¬
tifiable reason for his starting a new journal specializing on Soseki must lie in
experimenting with approaches that go beyond the critical frameworks charac¬
terizing the traditional works on Soseki. Through the five years of its existence,
Soseki kenkyu has successfully demonstrated that there is still room for more
study of Soseki without being repetitious.
Two approaches seem to dominate among the new essays which have ap¬
peared in Soseki kenkyu and other journals in the past several years. The first
examines the relationship between language and representation, often focusing
on narration. The second approach in one way or another focuses on the histo¬
ricity of certain premises of modernity hitherto taken for granted as universal,
first issue of Soseki kenkyu,

65 Karatani, Nihon kindai

bungaku

no

kigen.

66 See Komori's 1985 essay, "Kokoro o seisei suru hato," and Miyoshi Yukio's 1988 essay, "Watoson wa
haishinsha ka: Kokoro saisetsu." See also Komori's own summary of the debate on Kokoro in his 1992
essay, "'Watashi' to iu 'tasha'
67 Ishihara, "Henshu goki," 231.

sei."
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gender and family relations, or issues related to nationalism and other
trappings of modernity. The latter approach has been particularly useful in elu¬
cidating the specificity of the Soseki texts in question, without being morally
judgemental.68 A focus on the historical context of sexuality, for example, has
produced some provocative and interesting essays on what it was to be a man or
woman in the late Meiji period, including essays addressing the homosocial and
as

homosexual continuum in Soseki texts, to which I will come back later. I should
also add that I share the ambition of many

of the contributors to Soseki kenkyu
imperative for the future of the study of Soseki
to address an audience outside the closed circle of kokubungakusha, and that I
therefore believe it important to look for ways of familiarizing those aspects of
Soseki's work which kokubungakusha have long taken for granted as blindingly
obvious. My analysis of Kojin and Meian in what is to follow takes its cue from
some of the critical currents and concerns apparent in the new trend in Soseki
in the

sense

that I, too, see it as

research.

68

Among feminist readings of Soseki, there is a tendency to judge Soseki
nist for his time, or as unable to go beyond the limits of his time.

as

either progressively femi¬

3 A New Sense

The

of

Sexual Difference

and
Ie the Modern

Family

Morality is

a convention, according to which what is
manifests itself as moral. Filial piety [kd] prevails

convenient for the strong and powerful
where parents have authority; loyalty
[chu\ prevails where feudal lords have authority; and chastity [tei\ prevails where men have

authority.1
On December 21,

1915, a well-dressed woman with a child in her arms jumped
boat in the Inland Sea just off the coast of Wadamisaki. A firstclass passenger, the woman turned out to be the daughter of a wealthy business¬
man from Hyogo prefecture. She was married to the son of a large landowner
on Awaji Island; but, having had difficulty getting along with her mother-in-law
and sister-in-law, she had been expelled from the family. Unable to give up her
child, who now belonged to the family of her husband, she took the only mea¬
sure available to her to keep her child, that is, to take it with her to the "other"
world. This episode was made into a film under the title Suma no adanami
(Waves of Emptiness at Suma, 1916); but it was soon banned by the authorities
because it attracted too much sympathetic attention from the public and was
therefore deemed detrimental to the public morals.2
There are many other accounts of tragic episodes from the late Meiji and the
early Taisho periods in which women, unable to live up to the expectations of
the family they married into, chose to take their own lives.3 Tokutomi Roka's
Hototogisu (Cuckoo, 1900) famously chronicles the tragic fate of a young fe¬
male victim of the ie system, whose life, even though she did not commit sui¬
off

a

passenger

cide, ended in disaster.

early modern and modern Japanese family,4 was
by stem-linearity, which meant that an ie could be headed only by

As is well-known, the ie, the

characterized

1

Natsume, "Danpen: Meiji sanjuyonen," 94.

2

Kiyonaga, Rydsai kenbo no tanjo, 34—40.
Kiyonaga's Rydsai kenbo no tanjo abundantly provides such tragic episodes.
Kathleen Uno defines ie as a "fundamental unit of early modern (1699-1867) and modern (1868-1945)

3
4
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person in each generation, most commonly by the eldest son of the family
(primogeniture). The ie's most vital function was the preservation of the family
line, hence the importance of producing an heir—an importance that supported
a system of concubinage that maximized the chance of begetting an heir.5 The
Meiji Civil Code of 1898 (Article 733) stipulates that a child belongs to the fam¬
ily of the father.6 For a mother, divorce meant separation from her child, possibly

one

for the rest of her life.
There have been

lively discussions among sociologists, anthropologists and
concerning the effect of the ie and its moral framework on the modern
family. The best known, and somewhat outdated argument is that the ie, origi¬
nally a samurai institution, was a remnant of feudalism that survived into the
Meiji period and continued to oppress women. According to this argument, the
existence of the ie thus delayed the "proper" development of a Western-style
modern family based on romantic love between the couple (ren'ai kekkon).
The ie demanded of a woman absolute obedience and loyalty not only to the
man she was made to marry, but also to his family, especially to his mother.
With the avenues of divorce, remarriage, and economic independence virtually
closed, suicide was the only escape for many young women who could not bear
feminists

to live under the same roof with harsh mothers-in-law or with unfaithful hus¬

bands. While women's

fidelity (teisetsu) was essential, men's extra-marital dis¬
sipations were considered a necessary evil.7 Government licensed prostitution
still existed, and its continued presence was defended by a member of the House
of Representatives as late as in 1923 as follows:

5

Japanese society" and questions the existence of the ie prior to the early modern period ("Questioning
Patrilineality," 569, 584). While listing virilocal marriage, inheritance mainly by sons, and manage¬
ment of a wife's property by her husband as the predominant practices that characterize the ie in the
early modern and modern periods, she also cites evidence among early modern merchants and peas¬
ants that contradicts these practices. As Uno points out in her essay, the extent to which the ie system
was spread across the class distinctions in the early modern period and how "patrilineal" it was is a
debatable question which needs to be examined at length.
Even though concubinage was abolished in 1880, taking in a concubine continued as a social practice.
For a concise discussion of the changing status of concubine, see Encyclopedia Japonica, s. v.
"mekake."

6

Kiyonaga, Rydsai kenbo no tanjo, 30-31.
Meiji law, the term for adultery, kantsii zai, was applicable only to women. See Bernstein, "Intro¬
duction," 8, where she writes that the Meiji Civil Code of 1898 "legally subordinated women to men
in a number of ways: A wife needed her husband's consent before entering into a legal contract. In
case of divorce, the husband took custody of the children. A wife's adultery (but not her husband's)
constituted grounds for legal divorce and criminal prosecution. The household head's permission was
required before women under twenty-five (and men under thirty) could legally marry."
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one of a place where one can satisfy one's sexual needs can in fact have a detri¬
mental affect on the well-being of respectable wives and daughters. ... What kind of system

Depriving
can one

conceive of to take

care

of one's sexual needs without government

licensed prosti¬

tution?8
The ie

during Meiji cannot be simply dismissed as a remnant of feudalism,
if it were an innocent residue of an old mentality on the decline. The
incorporation of features of the ie into the new family was a conscious strategy
on the part of the Meiji leaders to justify the new system by a nostalgic evoca¬
tion of certain components of the earlier system. Sharon H. Nolte and Sally Ann
Hastings in "The Meiji State's Policy Toward Women, 1890-1910" describe
how the Meiji leaders allocated to women "certain duties, characteristics, and
behaviors"—those traditionally upheld as female—as an efficient way of mobi¬
lizing women's ability to serve the developing nation.9

however,

as

[Conservatives inside and outside the government would elaborate on the idea that wives
public figures, veritable officers of the state in its microcosm, the home. Their mission
was a noble one that transcended petty partisan politics.
the justification of women's po¬
litical exclusion was primarily in terms of their home and family duties, and not of their

were

...

physical, mental,

or

moral incapacity.10

Having abolished class distinctions and hereditary restrictions on occupation
and residence, the Meiji leaders quickly recognized that the family was to be "an
essential building block of the national structure" and that women should take
charge of "the management of the household."11 While locking the women into
the private sphere of home, therefore, the Meiji leaders did not forget to empha¬
size the public and noble nature of their mission as guardians of the home. Wom¬
en were "national assets with particular nurturing skills,"12 and one of their chief
duties was to educate the children, to bring them up to be respectable citizens of
the modern nation state. For this, women were required to be properly educated,
and even to cultivate refined taste.13 It is important to remember that the slogan
"good wife, wise mother" (rydsai kenbo) was a cleverly constructed state apho¬
rism of the modern nation along with "a rich nation with a strong army" (fukoku
kyohei) and "establish yourself and rise in the world" (risshin shusse).14
8

Kiyonaga, Rydsai kenbo no tanjo, 196-97.
Hastings, 'The Meiji State's Policy Toward Women," 156.

9 Nolte and

10 Ibid., 157.
11

Ibid., 171.

12 Ibid., 159.

13 Ibid., 157. Four years of compulsory education mandated earlier was extended to six years by 1910.
The compliance rate for girls had risen from 30 percent in 1890 to 97.4 percent by that time.
14 For a discussion of the "good wife, wise mother" ideal, see Uno, "The Death of 'Good Wife, Wise
Mother'?"
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In the past two

decades, sociologists have generally agreed that the ie in the
Meiji period is best seen not as a remnant of samurai tradition but as a modern
construct designed to enhance the sense of national unity.15 In the Tokugawa pe¬
riod the samurai class (which comprised only 10% of the whole population)
practiced primogeniture, but it was by no means prevalent in the rest of the so¬
ciety. Matriarchal succession was not rare in peasant and merchant households.
Marriage was not legally regulated until 1898, and it was only members of the
samurai class who regularly practised virilocal marriage, in which women mar¬
ried into men's families. In the rest of the society temporary uxorilocal marriage
(,ichijiteki saihd kon), trial marriage in the bride's house, was not uncommon.16
The young men of a village formed associations (wakamono shudan) in which
they arranged their night visits to court (yobai) the young women. As far as sex¬
ual
en

concerned, there

mores are

was

much

more

latitude for both

men

and

wom¬

of non-samurai class. Divorce and

socially tolerated (abortion

were

banned in

was

remarriage were not only frequent, but
also common in the Edo period, but was

1868).

in the process of formulating the new Civil Code (1890-98) that the
samurai model of succession and the ie ethics that accompanied it were adopted
It

and

was

imposed

women,
nese

on everyone

this resulted in

rate of divorce was

regardless of former class lines. For

many

ordinary

loss of freedom. It is interesting to note that the Japa¬
six times that of the American rate in 1882, but dropped

a

to half the former

Japanese rate in 1898, and showed steady decline until 1940,
skyrocketed.17 The ie ideology offered the
Meiji leaders, most of whom were samurai descendants, a means to unify within
samurai tradition the various social customs and sexual practices of society at
large, and thereby to regulate people's private lives.
while the rate in the United States

15 See Ito, Kazoku kokkakan no jinruigaku\

Ueno, Kindai kazoku no seiritsu to shuen', Yamada Masahiro,
yukue. Ito and Ueno argue that the ie ethics was a Meiji construct by pointing out,
among other things, that the classical Confucian order of ko chu (filial piety and loyalty) was deliber¬
ately inversed to subordinate filial piety to loyalty to the modern nation state (Ueno, Kindai kazoku no
Kindai kazoku

seiritsu to

16 For

no

shuen, 70-72).

discussion of various forms of

marriage and courtship that existed in the Edo period, see Ueno,
kaiho shiso no kigen, 44-47; and Kamishima, Nihonjin no kekkonkan, 81-85. See also Kathleen Uno's argument that early modern merchants
and peasants practiced a marital form that was not necessarily patrilineal ("Questioning Patrilineality,"
a

Kindai kazoku

17

no

seiritsu to shuen, 70; Yamashita, Nihon josei

583).
Yamashita, Nihon josei kaiho shiso

no

kigen, 49 and 51.
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Family

emphasizes that these patriarchal principles,18 thus systemati¬
cally applied for the first time in Meiji, oppressed women more or less continu¬
ously throughout the modern period, from the Meiji era with its extended family
to the present with its nuclear family—even after the new Civil Code of 1946
abolished primogeniture. According to Ueno, in the modern nuclear family, the
man's authority has merely been transferred from the father or the eldest son to
the husband, subjecting women to the same oppression.
Ueno points out the danger of dismissing the male-centered family as a feu¬
dal remnant because doing so will deemphasize the ubiquity of patriarchal prin¬
ciples in modern times as well as because it prevents one from focusing on the
modern family as a construct tied to the emergence of capitalism. Taking her
cue from Marxist feminists, Ueno contends that the modern family, whether it
is an extended or a nuclear family, is a conveniently disguised system of oppres¬
sion in which women are relegated to the private sphere of the home, where they
are responsible for rearing the children, while men participate in the public
sphere of production, where they are responsible for earning money.
The modern concepts of freedom and equality operate among the men, who
are part of the market system, but not among the women, who stay home. Wom¬
en are expected to provide unpaid labor and to yield love and care "naturally"
because they are females with maternal instinct; but they are at the same time
forced to accept a subordinate position within the family. Even though women
supposedly stay home willingly, it is a form of exploitation because they do not
Ueno Chizuko

have viable alternatives.
Yamashita Etsuko

gives another twist to this debate about the oppression of
of Nihonjinron (popular discourse on the "na¬
ture" of the Japanese) and elaborates on the uniqueness of the traditional Japa¬
nese family, with its powerful and dominant mothers behind patriarchal figure¬
heads who are mostly absent from home.19 According to Yamashita, the Japanese
ie revolves around the axis of the mother-son relationship and relegates the father
to the position of a stud, taneuma, who conveniently provides a woman with
women.

She favors

a

certain type

both livelihood and children. Because of the dominant role of the mother espe¬

cially in their childhood, Yamashita

argues,

all Japanese

men

suffer to

some

18 For

a discussion of the patriarchical system in modern Japan, see Ueno, Kindai kazoku no seiritsu to
shuen, 69-104.
19 Yamashita, Mazakon bungakuron, 11. See also Bernstein, "Introduction," 3, where she writes that
"Confucian teachings about filial piety gave older women a full measure of respect and care from jun¬
ior household members, male as well as female." See also Uno's discussion of the surprising degree

of female
583.

participation in household management in

an

early modern ie, "Questioning Patrilineality,"
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degree from a mother complex, mazakon. Consequently they often wish to seek
a strong mother in their wives, who in turn provide their sons with the role model
of the dominant mother, and perpetuate the intense mother-and-son relationships
that support the Japanese family. In this scheme of things, every woman has a
chance to become a matriarch, so to speak, by becoming the mother of a future
patriarch and the mother-in-law of his future wife. Yamashita implies that wom¬
en under this system are not necessarily oppressed in the Western sense of the
word.

Yamashita therefore calls into

question the feminist (chiefly Marxist) claim
always been oppressed under the patriarchal system.20 In her
view, the idea of the oppressed woman first came into being with the spread of
the Western notion of equality (danjo byodo). Calling it a "metaphysical" prin¬
ciple of Western humanism, she argues that it is not necessarily useful in ana¬
lyzing the Japanese family model. She criticizes Japanese feminists (including
Ueno Chizuko) for their attempts to imitate everything Western, disregarding
the specificity of the Japanese situation.21 It is slightly ironic, however, that she
criticizes Japanese feminists for their lack of subjectivity, shutaisei, an idea
clearly originating in the West.
Should we see a modern history of Japanese women in terms of how the feu¬
dal family gradually gave way to the more democratic nuclear family? Or
should we, with Ueno, indict the modern patriarchal system for having contin¬
uously oppressed all women? Or, as Yamashita asks, is it relevant at all to dis¬
cuss the development of the Japanese modern family in terms of the oppressed
vs. the oppressor? What is most interesting in this debate, I believe, is that these
arguments address and bring to light some of the important areas of tension sur¬
rounding the construction of a new national identity in post-Restoration Japan.
I will not pass any judgement on the arguments presented here as they pertain
to the position of women in the family. Whether or not one agrees with Ueno's
story of oppressed women,22 however, her argument gives us at least one advan¬
tage over the others' because it helps shift the focus of attention from the feudal
ie to the mechanism of modern society itself in locating the causes of some of
the problems of Meiji Japan. Pitting a modern individual against the claims of
feudal filial duties has been a common way of presenting themes in modern Japthat

women

have

20 Yamashita, Nihon josei
21

For

a

kaiho shiso

critical discussion of Japanese

kigen, 33-34.
feminists, see her Josei no jidai to iu shinwa, especially her "Ueno

no

Chizuko ron," 12-100.
22 It goes

without saying that the fit between the structure of the modern family and the needs of capital¬

ism is not

as

"seamless"

as some

Marxist feminists

seem

to

suggest.
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literature

including those that appear in the works of Natsume Soseki. This
opposition, however, has lost much of its explanatory power as the contradic¬
tions within the modern family itself have increasingly come under scrutiny.
What makes reading Kdjin and Meian challenging as well as interesting is that
these novels embody the changing shape of the modern family in a way that re¬
flects its internal contradictions—at least as strongly as the contradictions
caused by retention of remnants of the feudal ie. In what is to follow, I will con¬
anese

sider

The

some

of the issues at stake in the discussion of these contradictions.

Split Female Roles: "Osan" and "Koharu"

Under the feudal system,

where there was much less emphasis on free will in
marriage, the problem of love was solved either by separating romance from
marriage by allowing extra-marital affairs, or by repressing it (romance was rare
between married couples and was most often illicit). In samurai culture, this
separation was embodied in the system of concubinage. It not only gave an op¬
portunity for romance outside marriage, but also functioned as an effective way
of maintaining the ie line. Even if a man did not take a legal concubine (which
not everyone could afford to do), a man's supposed need for both a wife and a
lover was widely accepted regardless of his class, and this is reflected in accep¬
tance of prostitution throughout the Edo period.
The prominence with which life in the pleasure quarter figures in sharebon,
kibydshi, bunraku,23 ukiyoe prints and kabuki testifies to the importance of the
Yoshiwara as a bearer of Edo culture. The resulting polarization of female roles
is famously represented by Osan and Koharu in Chikamatsu's classical play,
Shinjil ten noAmijima (The Love Suicides at Amijima, 1720). A man, it was as¬
sumed, would seek in his wife the domestic and maternal qualities of an "Osan"
and look elsewhere for the love and female companionship symbolized by a
"Koharu."24 Such a division of female roles is not unique to Japan, as is evi¬
denced by the image of the Madonna and the whore in the West. However, the
separation of the feminine roles of "Osan" and "Koharu" in Japan supported the
family system, and lacked the moral polarization of the images of the Madonna
23 A gay-quarter novelette
show (bunraku).

24 Yamashita
nese

men,

sees a

(sharebon),

an

illustrated storybook in yellow covers (kibydshi), and a puppet

connection between the dominant mother and presence

of a split female role. Japa¬

who almost without exception, suffer from mazakon "seek the mother in their wives, while

exploring erotic love outside the home" (Yamashita, Mazakon bungakuron, 247).
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and the whore. "Neither

woman

('Osan'

or

'Koharu') is 'good' or 'bad' at the

expense of the other, since both are acting out the dictates of society within the
format of the conflict between giri (social responsibility) and ninjo (human pas¬

sion)/'

as

Victoria Vernon points

out.25 In fact, in Chikamatsu's play, there is an

alliance between Osan and Koharu that

eventually prevents the husband's
elopement with Koharu.26
As is evidenced by the Meiji leaders' reluctance to abolish government li¬
censed prostitution, which I noted earlier, the polarization of female roles was
carried over into, and tacitly acknowledged in Meiji Japan.27 Post-Restoration
Tokyo was flooded with former samurai from the provinces, and to accommo¬
date the needs of these men in the capital, the Meiji government added in 1868
five new districts in and around Tokyo to the list of areas of licensed prostitu¬
tion, depriving the Yoshiwara of its exclusive status.28 In 1870 the concubine was
legally acknowledged as a member of the ie, and her offspring were granted the
right of succession if the wife had no male child. Although this legalization of an
old practice was made illegal again ten years later under the pressure of Western
influence, the practice of taking in a concubine continued.
The efforts of Christian missionaries and suffrage advocates to abolish pros¬
titution in the 1880s and 1890s produced little effect in practice, except perhaps
to generate an increased sense of stigmatization of prostitutes. The fundamental
attitude of society and lawmakers remained largely unchanged.29 Now that class
distinctions were abolished and what had been samurai family ideals came to
be more widely upheld, wives and daughters of all classes were subject to the
strict rules of the ie with its accompanying double moral standard—the double
25 Vernon,

Daughters of the Moon, 145. See also Seigle, Yoshiwara, 197-98 where she writes: "Though
reality they might have regarded courtesans as their rivals for the affection of their husbands, in the
fantasy world of fiction and theater, housewives were the strongest allies of courtesans caught in the
'Sea of Suffering.'"
Koharu and Jihei commit suicide separately in the original play, whereas in the film version of the
same play directed by Shinoda Masahiko titled Shinjii ten no Amijima (The Love Suicides at Amijima,
1969), the elopement of Koharu and Jihei is realized when they die together. Andrew Gerstle calls
Shinoda's film a "misreading" of the play (Circles of Fantasy, 152).
Enchi Fumiko's Onna zaka (The Waiting Years, 1949-57) chronicles the fate of one such "Osan" who
is made to endure her husband's dissipations in a most cruel manner.
For a discussion of the status of the concubine (mekake) in the Meiji period, see Yamashita, Nihon josei
kaiho shiso no kigen, 56-57. For an account of Yoshiwara's declining status in the Meiji period, see
Seigle, Yoshiwara, 217-24.
The Maria Luz Incident in 1872 pressured the Japanese government to sign an emancipation act pro¬
hibiting the buying and selling of persons for prostitution. This had little effect on the practice of pros¬
titution because the government continued to issue licenses for prostitution to those women who freely
chose to become prostitutes (Seigle, Yoshiwara, 220-21).

in
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moral standard

implicit in the conservatives' claim that legalized prostitution
for the protection of innocent citizens. It is worth noting that de¬
spite repeated public protests and Western pressure, legal prostitution continued
until 1956. As the notion that romance had legitimacy only within marriage
gained more currency,30 contradictions inherent in the division of female roles
continued to create tension—tension which many of Soseki's characters sensi¬
tively address.
was

necessary

Male

Bonding and Homosexuality

[W]hile heterosexuality is necessary for the maintenance of any patriarchy, homophobia,
against males at any rate, is not. In fact, for Greeks, the continuum between "men loving
men" and "men promoting the interests of men" appears to have been quite seamless.31
In the 1995 zadankai in
nese

Bungaku titled "Male Same-Sex Relationships in Japa¬

Literature," (Nihon bungaku ni okeru nanshoku) Komori Yoichi locates an¬

other

important area of tension surrounding the production of a new national
identity around the turn of the century, during which male homosocial/sexual
culture was a frequent subject of literature.32 In some of these literary works Ko¬
mori sees nostalgia for the samurai culture of homosociality/sexuality33 which
lay at the core of the Meiji Revolution and which, however, was being ques¬
tioned in the new social climate. It is well known that the intensely homosoci¬
al/sexual pact of loyalty between the adolescent boy and the older warrior was
an influential part of samurai culture in the Satsuma-clan, which constituted the
main component of the anti-Tokugawa faction. In paving the way for the coup
30 For

a

discussion of the

kazoku
31

no

increasing emphasis on monogamic love in modem marriage,

Ueno, Kindai

Sedgwick, Between Men, 4.

32 Komori et al., "Zadankai: Nihon

33

see

seiritsu to shiien, 107-9.

bungaku ni okeru nanshoku," 19-20. Among examples are Yamada
Bimyo's shintaishi (new-style poetry) story (1886) about Hirata Mangoro, the protagonist of the clas¬
sical homosexual novel, Shizu no odamaki (Reminiscences); Koda Rohan's Hige otoko (The Bearded
Samurai, 1890), which deals with typical samurai homosexuality in the Sengoku period; and Mori
Ogai's Wita Sekusuarisu (Vita Sexualis, 1909), which, while ostensibly setting out to examine the au¬
thor's sexuality in a quasi-shishosetsu mode, chronicles his observation of the homosexual activities
among his fellow students (shosei).
A continuum between the homosocial and the homosexual is hypothesized here as a strategy to historicize and question the opposition of the "homosocial" and the "homosexual" usually taken for
granted in modem society (See Sedgwick, Between Men, 1, where she points out that the "ho¬
mosocial" in our society is associated with "male bonding" which is often characterized by hatred of
homosexuality). As in Sedgwick's book, my purpose is to emphasize that what counts as sexuality is
always at least partly historical.
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against the Tokugawa shogunate, the male homosocial/sexual energy of warrior
was mobilized in support of the young Meiji Emperor, and consequently
played a significant role in overturning the Tokugawa government.
Once the Meiji government took over, however, such formation of strong ho¬
mosocial/sexual bonds between individual citizens, bypassing the state, was in¬
convenient. It was discouraged both because it obstructed the new state ideology
and because it was counter to the newly introduced emphasis on homophobic,
heterosexual love in the modern European style. Komori argues that Fukuzawa
Yukichi's Gakumon no susume (An Encouragement of Learning, 1872-76) can
even be read ideologically as signaling this change of direction, by which the
homosocial/sexual energy of samurai culture was absorbed and rechanneled

culture

into

a

modern network of homosocial relations at educational institutions. The

concept of intensely personal bonding that consolidated the relationships

warriors was abandoned,34and young men of the post-Restoration Meiji
encouraged to maintain an elitist sense of solidarity by attending colleges
instead of fighting on battlefields. In other words, the "homosocial" was re¬
moved from the orbit of desire, and the alignment of homosociality and homo¬
sexuality was being increasingly questioned.
Soseki belongs to the generation of Meiji intellectuals for whom homosoci¬
al/sexual relations were not taboo, and yet who were hesitant to acknowledge
the sexual component in homosocial relationships openly. Their nostalgia for
the fading image of the patriot (shishi) of one generation earlier can be seen as
a manifestation of their wish to reimagine and validate homosocial/sexual rela¬
tionships in the pervasive mood of homophobia. The impact the junshi (suicide
upon the death of one's lord) of General Nogi had on them perhaps marks such
an ambivalent moment of generational shift. As some critics have pointed out,
many of Soseki's male characters do seem to share this affinity for homosoci¬
al/sexual relations.35
among
were

Nostalgia for truly masculine homosocial/sexual culture figures importantly
precisely because of its loss of legitimacy in real life. It is at about this time, Ko¬
mori points out, that the traditional term, nanshoku (male same-sex relation¬
ship), is replaced by a translation of the English word "homosexuality," doseiai,
with its attendant proscriptive nuances. It is also at about this time that an exsees the defeat of Satsuma in the 1877 Sainan Rebellion as a turning point, after which "per¬
bonding" disappeared from the battlefields (Komori et al., "Zadankai: Nihon bungaku ni okeru

34 Komori
sonal

nanshoku," 22).
35 For

an

cance

interesting discussion of homosexuality in Soseki's Kokoro,

of Bodies in Natsume Soseki's Kokoro."

see

Steven Dodd, "The Signifi¬
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plicit interest in homosocial/sexual themes disappears in mainstream literature.
In the face of changes in modern gender arrangements, male homosocial/sexual
desire went underground, leaving many men uncertain of their own sexual iden¬
tity. It is noteworthy that the villains in Soseki's Botchan (Botchan, 1906)—the
heterosexual, second master whom Botchan criticizes for being effeminate, and
the second master's faithful ally, Noda, who is caricatured as an effeminate ho¬
mosexual in the televised drama version of Botchan (NHK sent January 1,
1994) are both portrayed as excessively preoccupied with the trappings of the
modern. Clearly the truly masculine male bonding reminiscent of samurai cul¬
ture between Botchan and Hotta, neither of whom displays any overt interest in
women, is privileged at the expense of the less charitably treated alliance between
the second master and Noda, who are both products of the new, modern, sense
of sexual difference.
One

important point, however, is that many of the old patriots (shishi) who
bonding were also frequent visitors of the pleasure quarters.
There is a long list of geisha in the Kyoto area, who courageously assisted the
shishi in their endeavor to subvert the Tokugawa government.36 Even though the
geisha cannot be equated with the courtesans of the Edo period, their popularity
does testify to the continuance of the polarization of female roles already noted.
There is a connection between a man's bonding with other men and his bonding
with a Koharu figure, characterized by a more tolerant attitude toward the male
same-sex relationship as well as toward extra-marital relationships. And there
definitely seems to have been little stigma associated with corporal pleasure
whether homosexual or heterosexual. In other words, the emphasis on the fam¬
ily centered norm of monogamic heterosexuality and deemphasis on "unpro¬
ductive" homosexuality, and the distinction between spiritual and corporal love
are, by and large, post-1868 phenomena.
cultivated male

Male Traffic in Women
Patriarchal

heterosexuality can best be discussed in terms of one or another form of the traf¬
it is in the use of women as exchangeable, perhaps symbolic, property for the
primary purpose of cementing the bonds of men with men.37
fic in

women:

As

already noted, many feminists and social scientists have pointed out that the
equality and freedom publicly promised by modem society are primarily direct36 Kamishima,
37

Nihonjin no kekkonkan, 8.
Gayle Rubin, quoted in Sedgwick, Between Men, 25-26.
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ed toward the

family as a social unit, which in effect means equality and free¬
the family heads. There is no guarantee that the same principle
inside the family. Being outside the market system, the family is
supposedly free from the mundane regulations that otherwise govern society,
giving the illusion that the family is a sacred haven where personal relationships
are allowed to unfold fully on a voluntary basis.38 It is a sacred haven for the pa¬
triarch, however, and the family often provides one-way traffic of "love" and in¬
dulgence to the breadwinner of the household, who is most often male.
Modern love, which has presumably replaced the feudal sense of duty in mar¬
riage cloaks what Ueno calls "unpaid labor," subjecting women to the same fa¬
miliar domestic servitude.39 Put differently, love under this system ironically be¬
comes a medium of exchange, giving rise to certain attitudes, some of which can
be schematized as follows: those who cannot produce money, can compensate
by contributing love (Onobu in Meian) or "unpaid labor" in the private sphere
(Nao in Kdjin), and breadwinners who cannot prove their love can compensate
by giving money (Tsuda in Meian). In other words, love, more specifically ro¬
dom among
would apply

mantic love between

a man

and

a

woman,

is not free from the social constraints

of modem

society, in which patriarchal power continues to be maintained and
by male bonding.40
The new system of arranged marriage (miai kekkon) was established in the
Meiji period as a response to the new demand for romantic love in marriage.
With the help of go-betweens, the new miai kekkon gave young men and women
of respectable families opportunities to meet each other and was considered an
important step toward uniting two young people with love, if not in love.41 Seen
as a great improvement on the old-fashioned marriage in which the couples were
not allowed to see each other before the day of the wedding, it was not the anti¬
thesis of marriage by love (ren 'ai kekkon) as it is often regarded in contempo¬
rary Japan. It was an ingenious solution in a restrained society where young
people of respectable families had little chance of cultivating romantic relationtransmitted

38 For

a

discussion of the

kazoku
39 For

a

no

problematic nature of love in modern family,

see

Yamada Masahiro, Kindai

yukue.

discussion of

"unpaid labor," see Ueno, "Labor in the name of love," Kafuchdsei to shihonsei,
of love in modern marriage as a clever cover-up for the unpaid labor

38—40. Ueno refers to the concept
called "housework."
40 In Between Men, Eve

41

Sedgwick traces how women often figure as objects in male homosocial ex¬
change, and how men's bonds with women are meant to be in a subordinate and instrumental relation
to male bonding in the fiction of Victorian England.
Because of the relatively short period of courtship, and its restrained nature, many arranged couples
married before they were actually in love.

Male Traffic in Women

39

ships on their own.42 Modern though it was at the time, however, arranged mar¬
riage continued to be "arranged" within the relatively exclusive group of re¬
spectable families and without as much freedom allowed on the part of the
couples involved as one would expect today. If I borrow Eve Sedgwick's words,
it functioned more as an instrument of patriarchal social empowerment through
the exchange of women as symbolic objects of property, than as an instrument
to unite two people with love. As we shall see in later chapters, this process of

patriarchal social empowerment most commonly proceeded in a series of "er¬
rands" performed by male "mediators,"43 who negotiated the fate of their wom¬
en ostensibly with a purpose of advancing the interests of the family as a whole.
Even though it is debatable to what extent this model of modern marriage was
spread across different layers of society in Meiji Japan, it was no doubt consid¬
ered to be the most ideal form of marriage to which young people aspired in the
urban respectable society that provided the background of much of Soseki's writ¬
ing. Both Kdjin and Meian, which will be the main objects of my study in what
follows, radically defamiliarize the concept of the modern marriage and family
by throwing into relief the problematic nature of love, which is supposed to occur
naturally between a married couple. As we shall see in later chapters, the pursuit
of love that Ichiro (in Kdjin) and Onobu (in Meian) conduct is a self-defeating
project because none of them is free from the constraints of the modern patriar¬
chal system that sustains their lives. Both Kdjin and Meian do just as much, if
not more, to undermine the concept of modernity as to undermine the conserva¬
tive ie ideology. While their protagonists, Ichiro and Onobu, protest against the
separation of love and marriage accepted in the old ie ideology, the modern
premise of love in marriage is also severely questioned.
Marriage by choice, love in marriage, and the freedom and autonomy en¬
joyed by women in a nuclear family are all ruthlessly shown to be illusions as
their entanglement in the social system becomes obvious. Despite the modern
appearance of voluntary love both in the Nagano family in Kojin and in the
Tsudas in Meian, the fact that authority is unevenly distributed within the family
is shown to have an inevitable effect on the relationships within it.
Soseki was one who knew that such matters as love, family, and happiness
could not be considered independently of the mundane world of money, com42 Men cultivated romantic

relationships with "Koharu" outside respectable society. Daisuke in Soseki's
example, frequents a machiai (a house of rendezvous) even while

Sorekara (And Then, 1910), for

courting Michiyo.
43 In Meian, however, women
rands

are

carried out

by

generally play

women.

a more

prominent role in socialization and

many

of the

er¬
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modities and power.

Sbseki's characters are made to "talk" in such a way as to
confirm Pierre Bourdieu's statement that "the whole social structure is present
in each interaction

(and thereby in the discourse uttered)."44 Every utterance bears

the traces of the social structure that it both expresses and helps to reproduce. As
Bourdieu points out, a high social rank demands a correspondingly high degree

"censorship" and therefore "euphemization."45 Soseki's characters in Kdjin
privileged positions in respectable society and make consid¬
erable effort to observe formalities and thereby protect their interests. Particularly
when hinting at opinions which do not suit their perceived social roles, they take
pains to use proper rhetoric and to make their statement acceptable. In other
words, social rhetoric in their most varied and subtlest forms provide means of
expressing the gap between what they are and what they are supposed to be.
of

and Meian occupy

44 Bourdieu,

45 Ibid., 84.

Language and Symbolic Power, 67.
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Language and Social Hierarchy
Naganos are a typical patriarchal family of the Meiji period1 that relies on
authority of the eldest son, Ichiro, to maintain equilibrium among the mem¬
bers of the whole extended family. Ichiro's father is a retired bureaucrat (kanryo)
who is happily resigned to see his eldest son take over the duty as the head of the
family. Besides his own parents, Ichiro has under his roof and must provide for
his wife Nao, his daughter Yoshie, his younger brother Jiro, and his younger sis¬
ter Oshige. In exchange for his various privileges as the patriarch, Ichiro is bur¬
dened with the formidable task of bestowing "happiness" upon the members of
the family, a task at which he is all too aware that he is unsuccessful. He does not
realize, however, that it is his very status as the patriarch that obstructs his estab¬
lishing a harmonious relationship with the rest of the family—a "modem" rela¬
tionship more to his fancy that allows candor. To what extent his position as el¬
dest son influences his dealings with the rest of the family, and vice versa, is
demonstrated in the way they speak, think and act, traces of which can be read
in and between the lines of rhetoric they employ to make their utterances socially
acceptable.
The
the

Every utterance, [Voloshinov] suggests, is produced by a concrete addresser and is oriented
towards a (real or presumed) addressee. Both interlocutors occupy a precise location within
wider social relations (kinship, social class, gender, and ethnicity). Voloshinov argues that
these are hierarchically organized in terms of asymmetrical power-resources (political, cul¬
tural, symbolic) and antagonistic social interests.
Individuals, being competent, knowl¬
edgeable agents, learn to tailor their utterances (with varying degrees of success) to conform
to the demands of the immediate social situation
speakers from subordinate social groups
...

...

1

are

motivated to defer to the authoritative

For

a

discussion of the connection between the ie system

Chizuko, "Ie to kafucho sei," Kindai kazoku
and Meian take

no

and patriarchy {kafucho sei),

see

Ueno

seiritsu to shiien, 75-76. My analyses of both Kojin

point of departure Ueno's argument that the ie system of the Meiji period is a mod¬
patriarchal principles thus adopted continued to influence the shape of the
Japanese family whether it is an extended {Kojin) or a nuclear family {Meian).
Gardiner, The Dialogics of Critique, 12.
em

2

language.2

as a

construct, and that the
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Michael Gardiner's summary of Voloshinov's view of hierarchical language
seems to fit the relationships in the Nagano family particularly well. Interaction

members of the family is colored by their understanding of the role
imposed on them: that is, not only Ichiro, but each and every mem¬
ber of the family has his or her place in the patriarchal hierarchy from which to
speak—Ichiro's as the eldest son, Jiro's as the second son, Nao's as wife and
mother. They all learn to "tailor their utterances (with varying degrees of suc¬
cess)" to suit the social positions from which they must speak—differently, of
course, because of the different positions they occupy in the family. There are
certain exclusively feminine problems that affect Nao alone. Likewise Jiro's po¬
sition as the second son imposes on him restrictions from which Ichiro is ex¬
empt. Jiro is, however, free from the burden of the role of the family head that
Ichiro is obliged to bear, and he has more freedom than Ichiro in certain ways.
Let us first examine Ichiro's position and his relationship with the rest of the
family. Most important is his eventual unhappy fate that derives largely from his
status as eldest son. The contrast between their parents' attitudes, their mother's
in particular, toward Ichiro and Jiro in their childhood is striking. As Jir5 re¬
marks, despite her indulgent attitude toward Ichiro the mother was "somewhat
reserved with him" and "was very reluctant to give him advice for fear of of¬
fending him" (7/B, 95).3 In contrast, "she tended to treat [Jiro] like a mere child,
and would scold [him] unsparingly" (7/B, 95).4 As the first born, Ichiro was
consciously treated differently from Jiro by his parents, and this naturally af¬
fected his relationship with Jiro as well.
among the
definitions

My brother and I used to speak to each other in this rather reserved way, possibly because
of some age difference, but also because our old-fashioned father had disciplined his elder
son to accept the role of supreme authority. Indeed, when my mother occasionally attached
the respectful "san" to Jiro, in calling me, I decided it was probably a carry over of her habit
of referring to my brother as Ichiro-san. (2/B, 87)
Ichiro is the

only person in the family who is regularly addressed by his own
respectful 'san'," evidence of his special status in the Nagano

mother with "the

3

Quotations from Kojin are taken from Beongcheon Yu's translation unless noted otherwise, and are
given the section number, the initial of the title of the chapter (F for "Friend," B for "Brother," R for
"Return and After," and A for

"Anguish") and the page number in parenthesis. When the page number
original text in Soseki zenshu (abbreviated as Sz), it is my translation (the chapter title in
Japanese is indicated by T for "Tomodachi," Ani for "Ani," K for "Kaette kara," and J for "Jinro").
Nakayama Etsuko's argument that the mother's scolding of Jiro is a sign of intimacy seems relevant
here ("A Study of Conflict in the Life and the Later Novels of Natsume Soseki," 375). It follows by
implication that the mother's reluctance to give Ichiro advice "for fear of offending him," on the other
hand, symbolizes distance in their relationship.
refers to the
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family. She even talks to Ichiro in a honorific form. She politely compliments
Ichiro's "good complexion" on his return from his bath ("taihen ii kesshoku ni
onari da ne8/Ani, 434, Sz), which even Jiro notices with mixed feelings.
This special treatment continues into Ichiro's adulthood, and is also well
demonstrated by the way his mother "does not speak" to Ichiro. There is one
serious problem weighing very heavily on her heart, which she tells Jiro, but
never directly explains to Ichiro, no doubt "for fear of offending him": she is
worried about the relationship between Nao and Ichiro, which she correctly ob¬
serves as being increasingly estranged. She is worried, primarily because of her
concern for the future of the Nagano family. Ichiro and Nao have not yet pro¬
duced an heir to the family (they only have a daughter), a serious problem for
the family, indeed.
A little episode at a Japanese inn in Wakanoura clearly demonstrates the
mother's silent, worries around this problem. She attentively and painfully ob¬
serves an aloofness in Nao and Ichiro's interaction, prompting her to confide
her concerns to Jiro. The same night, she and Jiro sleep in the tatami room right
next to the room in which Ichiro and Nao are staying.5 When they stop talking,
not a

sound is to be heard from Ichiro and Nao's bedroom. Jiro notices that his

mother is awake well into the

night, as if to keep vigil, straining her ears to pick
in the adjacent room. Her worries about Ichiro and Nao will
be one of the underlying motifs of the story, which underscores the gravity of
the Nagano family's interest in the future of the marriage between Ichiro and
up any movement

Nao.

Jiro is also bound to
of

appropriately reserved and humble manner
addressing Ichiro. Jiro refers to himself as boku and dutifully addresses

Ichiro

as

assume an

nisan, whereas Ichiro uses

ore

for himself and calls Jiro omae.6 On

hearing Ichiro call him kisama, an extremely respectless form of address, Jiro
recognizes this as an alarming sign of aggression (27/Ani, 485, Sz). The atti¬
tudes of his mother and brother typify those of the rest of the family toward
Ichiro. His parents, wife, and sister all treat him with utmost respect in defer¬
ence

to his status

as

the eldest

son

and

are on

the alert lest he be offended, but

they seldom reveal their real feelings for fear of offending him. In addressing
Ichiro, they all speak in the "official" language that correctly manifests their
power relationship.

5

The

6

Both boku and

rooms are

separated by fusuma, thin sliding doors, which are obviously far from sound-proof.
ore are first-person pronouns, the latter more authoritative than the former.
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Some words

on

the nature of what I have referred to

might be in order here.7 An official language is
ers

the need for communication

across

a

the official

language
communal language that cov¬
as

both horizontal and vertical social rela¬

tionships. It presupposes that one makes the right choice of words prescribed by
a particular relationship. As long as one speaks it, one is guaranteed the right to
address anyone, including one's "superiors." Addressing anyone in a naked, un¬
reserved voice, on the other hand, is a privilege reserved for those who are so¬
cially "superior."8 Communication across different levels of social hierarchy,
therefore, tends to be one-sided, since "inferiors" must always keep their com¬
ments within acceptable limits. It is the responsibility of "inferiors" not to of¬
fend their "superiors." Needless to say, however, these rules apply to varying de¬
grees to families with even slightly different cultural and social practices. For
example, these rules are more rigid in the Nagano family than in the Okamoto
family of Meian whose family head is a much more skilful and versatile artist
of communication.
This

hierarchy is reflected even in the order in which the family members
an inn in Wakayama, Ichiro as usual takes his bath first without
asking anyone else; Jiro then casually asks his mother, "How about you next,
Mother," and she replies, "You go ahead first" (8/B, 96); Jir5 promptly remarks
to his sister-in-law that he is on his way to the bath, adding, "that is if I may go
first," to which she naturally replies, "Why certainly" (8/B, 97). It is important
to note that these words are not uttered arbitrarily or innocently. Jiro would nev¬
er say "How about you next" to Nao before his mother has aired her opinion,
nor would Nao even dream of replying negatively to Jiro's cautious question if
he may indeed go first.
This distinction between legitimate and illegitimate language use is very im¬
portant for understanding the Nagano family's hierarchical relationships. Jiro
and his mother, not to speak of Nao, must take care not to offend Ichiro by freely
expressing their feelings, whereas Ichiro can exercise his right to react in any
way he likes (by being "peevish" for example). Jiro's impulse to respond sin¬
cerely to Ichiro's enquiry is always checked by his awareness of his "inferior"
position. Ichiro, on the other hand, becomes frustrated because his family does
take

7

a

bath.9 At

I borrow the term "official
"authoritative"

or

"official"

language" from Voloshinov and the Bakhtinian circle, who often refer to
language in connection with dialogism (Gardiner, The Dialogics of Cri¬

tique, 12).
8

9

of the

The

use

able

or even

deliberately familiar (naked) manner of speech in addressing one's superior is accept¬
desirable, if the relationship is intimate enough to allow that sort of lapse.
Because they use the same water for the whole family, who gets to bathe first is quite important.
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respond to his appeal for openness; ironically enough, it is precisely his in¬
ability to abandon his patriarchal privilege that makes such communication im¬
possible.
In contrast, social interaction between Jiro, his mother, and Oshige (Jiro's
younger sister), given their "non-superior" status, is allowed to occur in an in¬
formal and casual manner. The threshold from formal to intimate language is
much lower among them. Despite her "non-superior" status, however, Nao can¬
not share this intimacy because she is an in-law, and ultimately an outsider,
which is evidenced by Oshige's explicit hostility toward her. The closeness
among Jiro, his mother, and Oshige only underscores the isolation Nao and
Ichiro experience.
As might be expected, therefore, Nao's position as a woman who has married
into the Naganos makes her situation unlike that of others in the family. To a
greater extent than anyone else in the family, she is socially, economically and
psychologically dependent on the collective opinion of the family that to a large
extent influences Nao's well-being. The triangular relationship of the King, the
Queen and Snow White as discussed by Sandra Gilbert and Susan Gubar seems
not

to

offer

a

model of the dilemma of

a woman

in Nao's situation—a dilemma, in

fact, for anyone who lacks the means to live outside his or her social context by
which he

she is

produced and sustained. In contrast to the traditional view
juxtaposes the wicked Queen, the "monster woman," and the innocent
Snow White, the "angelic woman," Gilbert and Gubar redefine the Queen as the
one who actually represents hidden female creativity of the sort that a feminist
writer is required to have. Consequently Snow White stands in a corresponding¬
ly negative light as an image of the submissive, domesticated selfless woman
who has "no story to tell"—a mere reflection of male preferences.
The Queen's dilemma, however, is that she breaks away from the traditional
ideal of feminine virtue without questioning the validity of the patriarchal sys¬
tem itself. Her bond to the King remains unsevered and, through her "looking
glass," she continues to listen to the King's voice, as Gilbert and Gubar point
out: "If the Queen's looking glass speaks with the King's voice, how do its per¬
petual kingly admonitions affect the Queen's own voice? Since his is the chief
voice she hears, does the Queen try to sound like the King, imitating his tone,
his inflections, his phrasing, his point of view? Or does she 'talk back' to him
in her own vocabulary, her own timbre, insisting on her own viewpoint?"10
or

that

10 Gilbert and Gubar, The Madwoman in the Attic, 46.
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For Nao, the

patriarchal voice is represented not only by Ichiro, but by men
general, and by the whole system of the patriarchal family. In her childhood,
her parents, particularly her father, made judgements for her. As she herself apt¬
ly points out, a woman's position is comparable to that of a "potted plant." Once
"planted by [her] parents' hands," she is unable to move "unless someone
comes along and helps her to move" (4/A, 237). Ichiro came first to move her;
but without any prospect of happy union with him, she can only resign herself
to observing her role as a wife and daughter-in-law, waiting for yet another
someone to come by.11 In the meantime, she abides in her place within the pa¬
triarchal hierarchy.
In everyday life in an extended family in which men are absent, the women
also make judgements that inevitably influence their position. As Yamashita
Etsuko has pointed out, the dominant role the mother-in-law plays in the ie can¬
not be underestimated. The mother-in-law is always superior to the daughter-inin

law, and it is to her wishes that she must tailor her utterances and behavior. It is
at her mother-in-law's

him

suggestion that Nao brings Ichiro's "everyday kimono"

he returns home

(26/R, 206). It is at her mother-in-law's order
her daughter and gives her a bath (26/A, 275).
Demands for loyalty to more than one member of the family at the same time
sometimes involve using social skills such as those she displays when her trip
to Wakayama is questioned. She says "Yes," when her mother-in-law urges her
to give up this trip she plans to make with Jiro, but, in the same breath, she re¬
plies, "Whatever you will" when Jiro asks her what she really wants to do, thus
avoiding giving voice to any objection to anyone (26/B). Accustomed to doing
things as either her mother-in-law or the men in the family wish, and to coping
to

as soon as

that she wakes up

with the

hostility of her sister-in-law,12 her chances of directly stating, in her

home, what she really feels are small.
This is not to say,

however, that it is impossible to read between the lines of
perceptively observes, Nao's compliance is given in
a way that allows room to doubt her true feelings. Asked by her mother-in-law
on one occasion whether she wants to go with Ichiro or stay with her, she gives
her standard reply, "As you please" with a "typically lonely, dimpled smile
in
a way which might sound obedient, indifferent or even sullen, depending on
how it was taken" (16/B, 111). Jiro observantly remarks that "this sort of atti¬
tude would only put her at a disadvantage" seen from the patriarchal point of
her obedient words. As Jiro

...

11

After the Wakanoura incident, Jiro is

12 Nao's sister-in-law,

clearly perceived by Nao as that "someone."
Oshige, is hostile to Nao because she is partial to her elder brother, Ichiro.
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view. Nao's

ambiguous attitude can be deliberate, and might be even seen as a
sign of her quiet resistance (16/B, 111).
If she wants to do anything beyond expressing quiet resistance, or to change
the status-quo, the most active gesture she can make is to recognize her chance
of seducing a man who is willing to "help her move" again and to take moral
responsibility for her. A passive definition of femininity assigns her a corre¬
spondingly passive role within the area of moral obligations. Even if the woman
takes the initiative to seduce, it is the man who will be held responsible, because
it is he who makes the final choice. Many men in Soseki's later novels seem to
suffer from this strong sense of responsibility for women and are often fright¬
ened by the prospect of female seduction. The women, on the other hand, are
not afraid in the same situation, since their chance of moving ahead is totally
dependent on the willingness of men to be seduced—in other words, they can¬
not

afford to be afraid of

The motif of

osoreru

men.

otoko

(fearful man) and osorenai

onna

(fearless

wom¬

an) that many Japanese critics have pointed out in Soseki's later works, can be
accounted for in terms of this mentality.13 The two opposite but complementary
aspects of femininity—the "monstrous" and the "angelic," the "red" and the
"white"—discussed

by Gilbert and Gubar, fit nicely into the image of frighten¬
ing femininity in this connection.14 "White" and "red" symbolize respectively
the innocence of the Snow White and the evil passion of the blood-thirsty
Queen. Patriarchal social conventions force women to disguise themselves in
"white," as men are supposed to like innocent women (and women's self-defi¬
nitions in this scheme derive from men's judgements). It is, however, in the
"red" aspect of femininity that the passionate energy, both positive and nega¬
tive, is hidden, and this can be either attractive or repulsive depending on the
circumstances. Men often find it attractive to see the flickering of the "red" in
the "white," but fear its dominance. The "red" is tolerated and even prized as
long as it is discreetly expressed and does not threaten.
In the patriarchal scheme of things, women are taught by their parents clev¬
erly to hide the "red" in the "white" to meet the wishes of their prospective hus¬
bands. The giko (artifice), for which Soseki's female characters have been fa¬
mously criticized, is a necessary evil, a means by which women approach men
with varying proportions of "red" and "white" to maximize their seductive pow-

13 For

a

discussion of the motif of

Soseki's works in
14 Gilbert and

general,

see

osoreru

otoko (fearful man) and osorenai onna (fearless woman) in

Sasaki Hideaki, Natsume Soseki to josei, 44—53.

Gubar, The Madwoman in the Attic, 41.
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er.15 The

of this art depends upon how invisible the woman can make it.
easily recognized as such fails because men then become aware of
the presence of the manipulative "redness" behind it. As many critics have
pointed out, Soseki's men are often extremely skeptical and afraid of women's
giko, as it can trap men into committing themselves to women across conven¬
tionally accepted moral boundaries (Daisuke in Sorekara, or Sensei in Kokoro,
for example). Jiro's puzzling ambivalence toward Nao, and Nao's quiet but dar¬
ing gestures of seduction seem to testify to the operation of this mentality.
To sum up, the process of self-definition witnessed in Ichiro, Jiro and Nao
are all distracted by their knowledge (conscious or unconscious) of the role ex¬
pectations and the language they are supposed to speak in. Although to varying
degrees, they all feel uncomfortable with the social roles they were born into
and question them at one point or another. Starting as the carefree errand boy of
the family, Jiro's struggle comes relatively late in the story. Nao's skepticism
and defiance are never made explicit. Their common dilemma is that they act
within the traditional hierarchy, upon which their self-definition ultimately
rests. Any attempt to speak from a position outside undermines the foundation
of the self-definitions they already possess. How is their struggle for adjustment
manifest in the language in which they speak to each other? How does it, in turn,
influence the language of the narrator, Jiro?
success

Giko that is

Jiro, the Narrator
As the narrator-witness of the story,

Jiro can observe and analyze the protago¬
Temporarily too, Jiro clearly takes advantage of hindsight
as his narrative concerns the past. He demonstrates an ability to remember and
recount the smallest details of the past events, with occasional narratorial com¬
ments. In other words, for a first-person narrative, the gap between Jiro as char¬
acter and as narrator is relatively clear. Most importantly, however, as an inter¬
nally situated character in the story, Jiro narrates in the language that "correctly"
places him in the patriarchal hierarchy. The language he uses, whether speaking
of the past or the present, represents primarily the "official" point of view. In
comparison with his ability to articulate his understanding of his brother's rela¬
tionships with his wife, his mother and the rest of the family, Jiro is curiously
nist from

a

distance.

15 Meian's Onobu has been
Onobu and

giko,

see

particularly susceptible to criticism because of her giko. For
Koizumi Koichiro's "Tsuda to Onobu," 33-35.

a

discussion of
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silent about his

own

emotional reactions to his brother and sister-in-law, no

doubt because

they go counter to the official vision of the family. At some
points, Jiro seems almost on the verge of conveying to the reader his innermost
thoughts, but somehow he never quite allows this to happen. He never gives ex¬
pression to his private feelings, as though he were incapable of putting them into
words. The real reasons for his insistent evasiveness after having spent a night
with his sister-in-law, and his real thoughts about his sister-in-law lurk behind
this selective reticence, but are never made explicit to the reader.
Kdjin as a whole can be read as a work with an intensely self-reflective, and
even critical comment on patriarchal conventions. Despite the fact that his nar¬
rative language never significantly deviates from the "official" language in con¬
tent, Jiro's skepticism and disgust at the illusory nature of the promise of mar¬
riage are conveyed indirectly. This critical message, however, only comes across
in-between what is actually said and written in the text. Even though his occa¬
sional interpretative comments offer insight into the nature of the problems af¬
flicting the Nagano family, he refrains from passing any explicit judgements, as
doing so would obviously jeopardize his position in the family.
Jiro as narrator, therefore, assumes the position of a casual observer, so to
speak, who reports what he has seen and heard in a matter-of-fact manner. When
describing scenes, for example, he lets the other characters take the floor, add¬
ing little more than what he has observed as "one of them"; but by setting one
reaction against another, he is able to convey much more than what he actually
says. It is through reading into this rhetoric of contrast and comparison that one
is able to grasp the subtle critical nuances beyond what is written in the text. His
handling of the various reactions to Ichiro's partiality to Osada-san in the fol¬
lowing scene is a good example of this method of contrast and comparison.
see [Osada-san]16 is by nature altogether different from Nao; she ought
gently, I should think ..."
My mother seemed to have caught the meaning of this and grinned. My sister-in-law
[Nao], who had already finished her meal, gave me what seemed like a sort of wink. As my
father remarked, I was something of a busybody, but at that moment I had not the slightest

[Ichiro:] "... You

to

be handled

more

desire to return her wink in front of my parents.

Then, without saying a word, she rose and turned at the door for a moment to beckon to
Yoshie, who also scrambled up instantly.
"Well, are you leaving without even having dessert?" Oshige asked. Yoshie stood there,

apparently confused as to what to do. "Well, aren't you coming, Yoshie-san?" my sister-ingently as she stepped into the hallway. No sooner had she disappeared than

law said very

16 Osada-san is the
selfish

woman

Nagano family's housemaid, whom Ichiro idealizes

in the house.

as

the most innocent and least
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Yoshie, who had

so

far been hesitant, must have made up her mind, for she scampered after

her mother.

Visibly irritated, Oshige followed her with her eyes. Both my father and mother, with stiff
own plates. (7/R, 171)

faces, stared at their

Ichiro's

prejudice against his own wife, his mother's approval of this prejudice,
hope for support from Jiro, Jiro's ambivalence towards her (his sympathy
overwhelmed by his consideration for his parents), Nao's quiet but firm defi¬
ance, Nao's revenge on Ichiro by using Yoshie, their daughter,17 Yoshie's uncer¬
tainty, Oshige's disapproval of Nao, and the parents' embarrassment are effec¬
tively portrayed in the above scene without any explanation or analysis on the
part of the narrator.
He uses a similar technique of comparison and contrast in narration as well.
The rift between Jiro and Ichiro, for example, is often brought to light by this

Nao's

method:
I [Jiro] did not have any opinion to offer him in answer to his question [on the deranged
divorcee].
My brother stood still, showing no interest in getting ready for the bath. I was naturally
obliged to refrain from taking off my clothes as well I first looked into the dark bath tub,
which was smaller and shabbier than I had expected, and then turned to my brother. (12/Ani,
445, Sz\ emphasis added)
...

The contrast between Ichiro's serious interest in the

question of the deranged

divorcee18 and Jiro's half-hearted interest is sharply underlined by Jiro's attentiveness to his brother's demeanor and the presence

of the bathtub.
Refraining from taking his clothes off before his elder brother does (as he
must as a good "errand boy") has a higher priority than answering his brother's
question. Shortly afterwards, however, Jiro becomes "terribly impressed by
Ichiro's reasoning about the deranged divorcee" and "claps [his] hands in spite
of himself," exclaiming that it is "very interesting" (12/B, 104-5). This "some¬
how displeases Ichiro," much to Jiro's surprise (12/B, 105): the narrator uses the
word "somehow" (angai), as if Ichiro's displeasure was indeed "unexpected."
Even though he, as the narrator, has a superior knowledge of the depth of
Ichiro's anguish and should therefore understand Ichiro's reaction to his "frivol¬
ity," he chooses not to take advantage of that knowledge. Simply by contrasting
Ichiro's reaction to himself with his

own

reaction to Ichiro, the narrator can em¬

phasize the disparity in their perceptions at the time of the story.
17 Yoshie is

18 An

obviously the only one in the family whom Nao can count on as being on her side.
episode about the deranged divorcee to be discussed later under Misawa and Two Unfortunate

Women.
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Indeed, this method of presenting the characters' behavior in seemingly uneveryday situations is effective in bringing out disharmony, and it
characterizes the overall narrative tone of the novel. Kdjin is full of delicate
dramatic

symbolic gestures that can easily be overlooked unless one also pays close at¬
tention to the cultural and linguistic codes used by the Nagano family. A "wry
smile,"
tion

a "sort of wink," a glance, a little sign of hesitation, or a formal inflec¬
(kashikomatta kotoba) are loaded with a significance beyond their literal

meaning. Observing his concerned mother "stealing a look" at Ichiro across the
aisle prompts Jiro to strike up a conversation with Ichiro in the train (10/Ani,
440, Sz)\ Jiro's "unintentional glance" at Nao is returned by her "smile," and
Jiro notices the mother's "watchful gaze" at them (42/Ani, 523, Sz)\ Okada is
amused at Jiro's formal way of addressing Okada's wife "as if she were an un¬
familiar woman of his own class" (3/T, 342, Sz). Kdjin's characters are gener¬
ally not very articulate (particularly when compared with those of Meian), and
nuances in their behavior and expressions assume correspondingly more im¬
portant roles. To read Kdjin demands that these symbolic significations, which
otherwise are literally frittered away, should not be passed over. The story of
Kojin is indeed as much about what Jiro does not tell as about what he chooses
to

tell.

Jiro, the Second Son
The story traces Jiro's gradual transformation from the happy "errand boy" of
the Nagano family to a less complacent but dislocated individual. Ichiro's strug¬

gle to win the affection of his wife is set against the series of social rituals
through which the Nagano family passes. By witnessing conflicts between
Ichiro and his wife, and between various other married couples, Jiro is forced
to reflect on the consequences of the marriage he foresees for himself.
Two circumstances give Jiro an advantage as the narrator-witness of the sto¬
ry. He is the second son of the extended family, and he is still a bachelor. Being
a bachelor gives him the advantage of distance and neutrality as the narratorwitness of the story. He can maintain his position as a relatively disinterested
observer while acting out his role in the family. As the second son, Jiro has been
brought up as an "errand boy" to carry out the family's tasks, and has, indeed,
learned to function well in this role. Besides the series of official errands he per¬

forms for the
to

function

family (often at the request of his parents), he takes it upon himself
regularly as a mediator and peacemaker in the household. Jiro has
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learned to divine others'

thoughts and to mediate accordingly. However, the
performs is a conservative one: that is, he arbitrates in or¬
der to protect patriarchal interests and to avoid direct confrontations. Jir5 usu¬
ally follows the lead of his parents, who are thoroughly steeped in the patriar¬
chal mode of thinking.
There are many small episodes that demonstrate Jiro's central function as
peacemaker in the family. Jiro casually mediates between the father and the rest
of the family about the father's hobbies, for example. The father spends much
of his spare time cultivating morning glories (<asagao) and reciting utai (Noh
chant), which are typical hobbies for a retired elderly man of social status. The
family approves of his choices, since they suit the image of their retired father
very well. But at the same time, these hobbies symbolize a gap between him and
the rest of the family since none of the children nor his wife is sincerely inter¬
ested in flowers or utai. Jir5 bridges this gap by, on the one hand, offering "flat¬
tering compliments" to his father, and on the other hand, by humorously report¬
ing back to the rest of the family that it is tough luck "to have to admire morning
glories like those" (4/R, 165). Jiro gives expression to what everyone else is
feeling, knowing that he is in the best position to do so. He does this because he
is aware that such a remark provides a needed relaxation for the family mem¬
bers, particularly for those who, because of their "lower" status, do not dare to
air their opinions themselves.
There is a similar episode involving the father's practice of utai in which Jiro
mediates between his sister, mother and father. The father has regular utai
guests on a visit and, announces that they are about to perform. Not wanting to
listen herself, the mother sends Jiro in her place. On the way to the guest room,
he runs into his sister, Oshige, who has been asked to beat the drum to her fa¬
ther's utai, against her wish. Hearing her complaint that she is "tired of beating
the drum" because it "seems so silly," Jiro promises to take care of the matter
and goes into the guest room alone (12/R, 179).
kind of mediation he

In reply to my father's inquiry about Oshige, I said, "She seems to have a slight headache
right now—she was very sorry she couldn't come to offer her greetings."
"A little while ago, your mother said something about Oshige's stomachache. Now is
...

it

a

stomachache

"What

a

In any case

is it

a

headache?"

thought and said, "Probably both, I guess, since they often go together.
it's not serious enough to worry about. ..." (12/R, 179-80)

an entertainer with the right sense of humor, one
in the family can trust. Most importantly, he knows how to be¬
correctly in the presence of his "superiors" without necessarily jeopardiz-

Jiro is

a

skillful middleman and

whom everyone
have

or

blunder" I
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ing his private interests. He deftly plays differences in the positions of the fam¬
ily members off against another to create a pseudo-egalitarian atmosphere
among

them.

Jiro's First Errand
Jiro's first errand

occurs at

the beginning of the novel with a trip to Osaka in the

At his mother's request,

he calls on the Okadas in Osaka, a newly wed¬
couple, who have kindly proposed to arrange a marriage between the Naga¬
no family's housemaid, Osada-san, and their acquaintance, Sano. Jiro is sup¬
posed to examine Sano on behalf of the Nagano family and to report back to his
summer.

ded

parents.
The Okadas, who got married with the assistance of Jiro's parents, represent
those who

not contaminated

by the modern ideology of romantic love,
although Jiro to a lesser degree than Ichiro. Marry ing-off a housemaid is considered a responsibility of the host family, an endeav¬
or in which the Okadas want to help the Nagano family. Osada-san's marriage
in this sense is a typical patriarchal transaction—initiated in this case by Okada
and approved of by the Naganos (with Jiro as their representative)—by which
the hierarchical bonds among the men involved is strengthened, obviously with
Osada-san as the object of social exchange.
By arranging this marriage, the Okadas wish to return a favor to the Nagano
family to whom they feel socially indebted.19 No less important, however, is that
the Okadas strengthen their social position by this arrangement themselves. By
acting as go-betweens, the Okadas become the "superiors" of the young couple.
Okada demonstrates this advantage when they have a meeting with Sano, the
prospective husband. Jiro notices that Okada addresses Jiro as his equal, aban¬
doning his usually more humble manner of speech in Sano's presence. This
symbolizes a shift in the power structure within this particular social group.
As the "inferiors" of the Naganos, however, the Okadas would not have
dared to arrange a marriage for Jiro's sister, for example. As Okada put it to Jiro:
are

whereas Ichiro and Jiro are,

"I owe both my present position and my wife to your parents. I have always thought of
paying back my debt somehow. That's why I am so interested in settling the matter of Osadasan's marriage."
"Isn't it everyone's wish to dispose of her quickly?" (11/F, 46)

19 Okada

was a

shosei (live-in student) at the

Nagano residence before he became independent.
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The Okadas thus represent

those who know their proper place from which to
speak and act in the patriarchal hierarchy. As they receive the Nagano family's
visit in Osaka, they treat the Naganos with the utmost care and respect; but at
the same time, they create a friendly, pseudo-egalitarian atmosphere by engag¬
ing everyone in casual conversation. Okada's seemingly natural playfulness is
never actually given free rein, but is carefully kept within acceptable boundaries.
Realizing that it is his duty as the family representative to thank the Okadas,
Jiro secretly wonders if such total strangers as Osada and Sano can really get
along as wife and husband. Jir5 is not as convinced as Okada that "all married
couples, no matter who, are much the same" (11/F, 47). As he seals a letter to
his parents saying that Sano seems to be an acceptable man, he is "somewhat
ashamed of his own frivolity," thinking that "this letter is to decide the future of
Osada-san forever" (10/F, 44). As such, Jiro's first errand in the novel already
gives him an opportunity to reflect, even momentarily, both on the practice of
arranged marriage and on his own future.

Ichiro, the Eldest Son

Accompanied by his mother, Ichiro and Nao join Jiro in Osaka. The happy re¬
union with the Okadas makes a marked contrast to what happens to the Naganos
when they leave the city. In Wakanoura, the next stop on their itinerary, Ichiro
asks Jiro to run a new errand, an unpleasant one, which Jiro is almost forced to
accept against his will. Being the elder brother, Ichir5 is in a position, of which
Jiro is painfully aware, to demand that Jiro execute any kind of personal errand
for him.

Roughly speaking, Ichiro's dilemma is that of one who is split between two
one as the patriarch of an ie, and the other as the "loving" husband and
father of a modem family. He is a product of social conventions that prevent him
from living up to the ideal man he wants to become. Ichiro wants to hear others
express their feelings, but has never learned to restrain himself if offended by
them. On a number of occasions he demonstrates his inability to refrain from tak¬
ing advantage of his position as their "superior" (when he is physically aggres¬
sive toward both Jiro and Nao, for example). This makes the rest of the family
even more afraid of "offending" him. What is worse still is that he is unconscious
of the degree of privilege, which only he possesses. Thus, being proficient nei¬
ther in the official nor intimate language, Ichiro is denied any possibility of com¬
munication and lives in isolation, except for occasional casual contact with Jiro.
identities:
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Ichiro suffers most of all from his

inability to communicate with his own
dispositions, with Ichiro more abstract in
orientation, and Nao far more practical and concrete. As Ichiro recalls his earlier
stay in Osaka and describes a beautiful night scene that he saw from the veranda
wife. Ichiro and Nao have different

of his hotel room, Nao asks him where it was

(3/B). Ichiro doesn't remember.
good is it if you can't tell us where it is?" is a "wrong" answer which
Nao inadvertently gives Ichiro, and this puts him out of humor (3/B, 88). Ichiro
cannot condescend to narrow this gap on his own initiative and merely sulks, as
"What

he confesses to Jiro:
"I have

idea how to handle my own

wife. I have spent my years just studying, and
around to picking up such useful arts. Indeed, Jiro, a certain
technique of that kind seems absolutely necessary for a happy life."
"But if you can produce good school lectures, isn't that enough to make up for all
no

thanks to that I haven't gotten

that?"

...

"I wasn't born

merely to prepare school lectures. I find that on account of writing lectures
reading books I have been unable to experience the most important thing: the enjoyment
of human feeling in a human manner. ..." (5/R, 167-68)
and

Many men cleverly responded to the new demand for love in marriage by not
taking it too seriously, that is, by tacitly upholding the double moral standard of
"Osan" and "Koharu," while ostensibly supporting the modern concept of fam¬
ily.20 This is obviously another line of "useful arts" Ichiro has not "gotten
around to picking up." Ichiro cannot subscribe to the double moral standard be¬
cause through his "reading and studying," he is too strongly influenced by the
modern ideology of monogamic love, ren'ai, not to take it seriously. (It is iron¬
ically his stoic morality, not unlike that of a samurai, that forces him to adhere
to this new ideal that

he has read

so

much

about.)21

George Meredith seems to suggest,22 this modern ideol¬
ogy of love is characterized by a dichotomy of "flesh" and "spirit," with the priAs his reference to

20 Ueno Chizuko

21

interestingly points out that "Japanese [men and women] did not take modernity seri¬
ously enough to be indignant about men's breach of the modem code [of monogamy]." See Watashi
sagashi gemu, 164.
Using Uchimura Kanzo as an example, Kamishima Jiro points out that the stoicism of the samurai cul¬
ture was receptive to the Puritanical notion of spiritual love introduced in the Meiji period (Nihonjin
no

kekkonkan ,213).

22 Ichiro asks Jiro if he has read the

correspondence of George Meredith, the nineteenth-century English
he "envi[es] those who
are satisfied with a woman's appearance [or with] her flesh" since for his own part he finds that "one
can never be satisfied until he can grasp her soul or heart, what we call her spirit." Ichiro sadly adds
that he has undoubtedly married "a woman whose soul, heart, and whatever it is we call spirit" he has
not grasped (20/B, 118).
novelist and tells him about

one

of Meredith's letters in which Meredith says
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of the spirit taken for granted. This Western influenced, Christian notion
sharply distinguished from the notion of love prevalent in the pre-Restoration environment, that might be better described as iro rather than ren'ai,
which does not morally discriminate against corporal pleasure per se.23 The un¬
fortunate accident of his having married a woman "whose soul, heart, and what¬
ever it is we call spirit" (20/B, 118) he has not grasped makes Ichiro's pursuit
of a physical relationship with his wife "illegitimate" in his own eyes—a dilem¬
ma his mother perceptively observes in his interaction with Nao, as already not¬

macy

of love is

ed.
Since he has

learned to cultivate

personal relationships by tailoring his
controlling his temper, he has little chance of winning the heart of
his wife and thereby grasping "her spirit" in the future. And as long as he con¬
siders grasping her spirit to be a prerequisite for building a satisfactory marital
relationship, he is doomed to fail in his marriage. For although in the past it was
exclusively the responsibility of women who fit the roles of "Osan" and "Koharu" to "tailor their utterances" in relation to their men, now many "Osans"
such as Nao expect more reciprocity in their relationship. For someone like
Ichiro, who honors "sincerity"—the kind of sincerity that was valued in main¬
taining homosocial relations in samurai culture—tailoring one's utterances in
addressing women (or anyone for that matter) is a compromise to which he can¬
never

utterances or

not condescend. Unable to confront

Nao, therefore, he confides in Jiro instead.

As he observes Jiro's

ability to communicate with the rest of the family, par¬
ticularly Nao, by skillfully manipulating the official language, Ichiro becomes
jealous and finally suspicious of the relationship between Jiro and Nao. As his
worry grows that Nao might be in love with Jiro, Ichiro summons Jiro and asks
him about Nao.
"Isn't Nao in love with you?"
My brother's question was very abrupt, and moreover, totally unworthy of him.
"I am lost if you ask why, and worse still if you resent my bluntness. Certainly I am talking
without any material evidence, no love letters or embraces witnessed.
I have been able to
bury my own self-respect and dare ask you such a delicate question. And I want you to give
me a straight answer."
"But she is my relative—a married woman—and especially she is my own brother's wife,"
I replied, not knowing what else to say.
"Yes, of course that's how anybody would answer merely for the sake of formality. And
it may be natural for you to speak in such an ordinary fashion.
I know your formal answer
...

...

...

23 See Saeki Junko's distinction between iro

(erotic love) and ren'ai (monogamous love) in "Yujo no
tanjo," 33. Saeki argues that iro in the Edo period does not presuppose the separation of spirit and flesh
in the way the Western influenced idea of ren 'ai does.

Jiro's Second Errand

without
me

asking. All I ask is to know your most sincere and truest feeling. I want
innermost feeling is." (18/B, 114-15)
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you to

tell

what your

Ichiro, regretting his bluntness afterwards, politely apologizes for his suspi¬
cion and asks Jiro to
must be wrong

with

forgive him, to which Jiro replies: "Brother, something
today. Enough of this foolishness for now. Let's go."

you

(19/B, 116)

Jiro's Second Errand
After

heated discussion, Jiro

finally accepts Ichiro's rather bizarre request to
fidelity and thus embarks on his second major errand. Jiro agrees to
go on a day-trip to Wakayama with Nao. In this matter of Jiro's errand, Nao's
wishes are typically ignored. It is only when her mother-in-law tries to prevent
Nao from going that she is asked whether or not she wishes to go, to which she
replies, as is only to be expected, "whatever you will" (26/B, 128). As the eldest
son's wife in an extended family living under the same roof, Nao dutifully per¬
forms as a daughter-in-law, sister-in-law, mother, and wife. She does not, how¬
ever, fully fit the model of traditional "Osan," who would deem it her duty al¬
ways to take the initiative to meet the wishes of her husband. Expecting a certain
reciprocity in their relationship, she waits for him to make a special effort to im¬
prove their relationship.24 Not seeing any attempt by Ichiro to tailor his utter¬
ances to communicate with her, and ignorant of his inner feelings, she is con¬
vinced that "an empty shell like her doesn't please" her husband (31/B, 137).
a

test Nao's

She knows that Ichiro's mother and sister

are

inclined to take Ichiro's side and

to see the

couple's disagreement as Nao's fault. Jiro, as a mediator, is the only
person in the family with whom she can communicate at all. Thus, a night with
Jiro offers her an opportunity to give vent to some of her repressed feelings.
Because of an unexpected storm, Jiro and Nao end up staying overnight at an
inn. Alone with Jiro, she breaks her usual taciturnity and suddenly becomes
talkative. She teases Jiro for not seeming to have "much nerve today" (27/B,
130), and rebukes him for worrying about the weather when he spots intimidat¬
ing clouds in the sky. When a full storm breaks, and the lights go out in their
hotel room they have taken shelter in, Nao becomes even more articulate. In re¬
ply to Jiro's timidly asking where she is, she tells him to come and touch her
24 Jiro describes her

"by no means a warm person, but one who can be warmed up, if a man takes an
450, Sz).

as

initiative" (14/Ani,

58

Kdjin (The Wayfarer)

"with

own hands," which Jiro, of course, does not dare do (35/B, 143).
losing any time, she starts taking off her obi, explaining that she will
change into the yukata the maid has brought. Her entire mode of speech as¬
sumes a daring, "red" rhetoric which Jiro is not used to hearing.

[his]

Without

"If a real tidal

wave

should

I wouldn't want to miss.

in and sweep away everything in the area, that's something
If I had to die
I would rather die violently and at a single

come

...

...

stroke—either carried away by a flood or struck down by a lightening bolt. ... If you think
I'm bluffing, let's leave right now for Wakanoura. And I'll show you that I'd really jump into
the

sea or

gladly be swept up by

She adds that "most
to

men

a

tidal wave."25 (37/B, 147)

turn out to be

cowards" at the decisive moment, as if

anticipate Jiro's lack of response and to blame him for his unwillingness to

accept her attempts at seduction (37/B, 147). In reply, Jiro unwittingly address¬
Nao

(you) instead of his customary nesan (elder sister), which is a
lapse of his official language (37/Ani, 512, Sz).26 This is significant be¬
cause it illustrates how powerfully Nao's "red" rhetoric has affected Jiro's state
of mind at that particular moment. This scene27 gives expression to Nao's desire
and Jiro's response without explicitly stating what may be behind the words ac¬
tually exchanged.
Jiro, in the meantime, is keenly aware of his formal responsibility and at¬
tempts to speak accordingly. He gradually realizes, however, the difficulty of
controlling his deep feelings of sympathy, if not love, for Nao as he hears her

es

as anata

clear

real voice.

"[Y]ou might be a little more kind and considerate to my brother."
"Do I really seem so unkind to him? You know, despite appearances I think I'm doing as
much as I can for him—not just for him but even for you, am I not, Jiro-san?"
I was about to say that I wouldn't mind her being less kind to me so long as she should try
to be a little more kind to him, but as I looked into her eyes it came over me once again sud¬
denly what a sentimental fool I was. I even understood that, once face to face with her, I was
unable to do anything genuine and sincere for my brother. I did not lack words, and in fact
I could have spoken fluently in his behalf, if I had wanted. No matter what I said, however,
it was likely that I would be aiding my own cause rather than that of my brother. I was not a
man worthy of such a trusted mission, after all, and now I regretted the whole venture. (31/B,
136)

25 In

Japanese, it reads "I'd really jump into the

sea or

gladly be swept

up

by

a

tidal

wave

with you"

(37/Ani, 512, Sz\ emphasis added).
26 Naturally, this does not come across in the English translation.
27 The exchange of words between Jiro and Nao at the inn in Wakayama is considered by some Japanese
critics to be one of the most subtly "erotic" scenes portrayed by a modem Japanese author.

Changes in Jiro's Relationship to Ichiro
As he makes

a

few

more

59

gallant attempts to execute his "trusted mission," Nao

breaks into sobs. Jiro feels "an irresistible urge to pat her face, to dry her eyes
and cheeks with his own dry handkerchief," but he somehow resists the tempta¬
tion

(32/B, 137-8).

With the

images of his anxious mother and brother flashing in his mind, Jiro
spends a restless night together with Nao. Jiro survives the night without betray¬
ing his brother despite Nao's subtly seductive gestures. Here one can see a clear
pattern of osoreru otoko and osorenai onna in operation. On the night train back
to Tokyo after the Wakanoura incident, Jiro drifts off into the world of dream
and envisions Nao as a "striped snake, coiling tightly around" Ichiro, who, as
the snake regulates its body temperature and its grip on him, changes color ac¬
cordingly (1/R, 161). He even imagines the snake's grip on himself as both
"pleasant" and "unpleasant" at once. The metaphorical reference to the snake's
varying temperature and grip on the body might be compared to the doses of
"red" and "white" rhetoric which I have discussed earlier. It is the sudden

un¬

leashing of the "red" in
their

ever

women that frightens and attracts Soseki's men, hence
ambivalent attitude towards women. Even though nothing actually

happens between Jiro and Nao, this episode has several implications for the de¬
velopment of the plot. It allows the reader to get a glimpse of both Jiro's and
Nao's repressed voices for the first time. Jiro and Nao gain a certain intimacy
that goes beyond their customary relationship. The episode has an inevitable ef¬
fect on Jiro's role as an "errand boy" from then on.

Changes in Jiro's Relationship to Ichiro
Upon coming back to Wakanoura where Ichiro and his mother are staying, Jiro
notices subtle changes in his own attitude toward Ichiro. Having gained more
intimate knowledge of Nao's feelings, and of his own, Jiro becomes aware of
the power he has over Ichiro and is tempted to use it. The experience in Wakayama tips the balance in their relationship in Jiro's favor.28 This, of course, un¬
dermines the completion of his trusted mission; when asked by Ichiro to report
on the previous day's incident, Jiro suddenly becomes reluctant to give him an
account of his errand. Pressed further on the question on Nao's fidelity, Jiro
curtly replies that he "doesn't know," with no trace of his usual cautiousness and
28 "But

as a

result of the

to view him from the

previous day's experience with my sister-in-law I was quite unexpectedly able
thereby take him somewhat more lightly" (43/B, 156-57).

other side and
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respect, which infuriates Ichiro. Ichiro manages to contain himself, however,
and asks Jiro in
answer

a

"trembling voice" if he thinks he "can get away with" such

an

(42/B, 155-56).

Jiro later reflects

on

his reaction and confesses that he "was, indeed

goading

[his] brother if not making sport of him," for which he "feel[s] deep repentance"
(42/B, 155). He even characterizes his attitude towards his brother then as "im¬
mature" (42/B, 156). Here, the reader can twice observe Jiro's transformation
in his relationship toward Ichiro. From being a naive and respectful "errand
boy" in the first part of the novel, Jiro has become someone who is more con¬
scious of his inner voice and of his own power to take advantage of it. This at¬
titude again is contrasted with Jiro's reflection as he narrates at a later time.
In a subsequent series of discussions between Ichiro and Jiro, Jiro stubbornly
evades the issue by talking around the subject. This is partly due to Jiro's whim
to tease Ichiro, as he himself confesses. No less important, he discovers that his
innermost feelings are incompatible with his identity as a mediator. Jiro has nei¬
ther the courage to discard that identity by confronting his feelings, nor the
courage to cling to it by repressing them completely.
Behind his words I spotted a rankling bitterness toward those around him. I had to say some¬
thing in reply, and yet I was at a loss exactly what to say. I was frightened at the looming
crisis, as this course seemed likely to stir up once more the case of his wife. Unfair though
it may have been, I struggled to prevent our talk from drifting in that particular direction.
"You're thinking too much, and that makes you talk that way. Let's make better use of
such fine weather and take a long walk, say next Sunday. Shall we?" (5/R, 168)

Jiro continues to postpone

reporting on the Wakayama incident: every time
the subject, Jiro comes up with an easy answer, complaining
that "after so long, this thing is almost like stale beer" and suggesting that Ichiro
"forget all about that rubbish and instead take a nice long walk" (6/R, 170).
The Nagano family's trip to Osaka was made in the middle of the summer,
and Jiro continues to avoid answering Ichiro well into the autumn, when Ichiro
finally explodes. Their near confrontation takes place following an episode con¬
cerning another unfortunate woman, which offers the reader yet another occa¬
sion to reflect on the patriarchal system of marriage.
Ichiro

brings

up

The Father's Errand
After
ry

singing utai with his guests one day, the father volunteers to tell a true sto¬
about a woman whom he compares to the character Kagekiyo by entertain-
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ment.29 An acquaintance of his, the sheltered son of a well-to-do man, had an
affair with the

family's housemaid. (The episode took place twenty-five years
narration.) He first promised to marry her, but a few weeks
later took back his offer of marriage. Shortly afterwards, the woman left the
house and disappeared from his life until some twenty years later, when he ac¬
cidentally took a seat next to her at a theater. He observed that she was blind,
which brought back painful memories of his past betrayal and gave him a bad
conscience. Not wishing to meet her himself, he asked the father to pay her a
visit to offer money as a way of apology, an errand which the father dutifully
performed.
She resolutely refused the money, however, saying she only wanted to know
whether his betrayal was due to his own change of heart or to family pressure.
The father, who had no idea what had happened, hazarded various plausible an¬
swers, until he finally convinced her of the sincerity of his friend's feelings to¬
before the father's

ward her in the past.
One of the guests

then turned to my father, saying:
"Anyway women, I daresay, can be that tenacious [shunenbukai]. Imagine, harboring a
thing like that in her bosom for twenty-some years! Well, I must say you certainly did a char¬
itable deed. If by saying that, you could ease her mind, it must have made her very happy."
"Now that's the tact of all human dealings. If everything could be done that way, I am sure
it would be most convenient to all parties concerned."
As the other guest took his turn to say this, my father said, "Well, thanks," nervously
scratching his head. "To tell the truth, at first, just as I said, it wasn't enough to remove her
doubts,30 to my dismay. But by giving coloring to my story and making up all sorts of wild
things, I had somehow convinced her. Anyway it was a tough job." My father seemed a bit
elated. (19/R, 194)
...

The audience is amused

by this story, except for Ichiro. He returns to his study
"looking glum" (19/R, 194).
Disappointed in the "frivolity" of those who find this story "amusing," Ichiro
declares that he is no longer interested in hearing Jiro's opinion about Nao. Jiro
gives the facile reply that he thinks that this will indeed be better for everyone
involved, and casually adds; "Be a good husband; then, she will be a good wife,
too" (22/R, 200). At this, Ichiro runs out of patience and explodes;
"You fool!" he shouted

stairs, took

me

suddenly. The shout, which must have been audible
completely by surprise.

even

down¬

29 A Noh

play about a Heike warrior Akushichibei Kagekiyo who was exiled to Hyuga. His daughter vis¬
its the island many years later and finds him living as a blind beggar. Kagekiyo recounts his past gal¬

lantry
30 A

as a Heike warrior at his daughter's request before they part.
literal translation would be; "It wasn't that easy to remove her

more

doubts" (19/K, 579, Sz).
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"Father's

son that you are, you may know how to get on in the world, but you are not cut
gentlemanly intercourse. Why should I listen to you concerning Nao? You frivolous
creature.
How could I trust your report after hearing such a false confession as Father's?"
Feeling this volley of fiery words directed at my back, I closed the door and emerged on
the dark landing of the stairs. (22/R, 200)

out

for

...

This

near

confrontation with Ichiro

finally ends Jiro's painfully prolonged mis¬
perform an errand for a member of his

sion. For the first time, Jiro has failed to

family.

Male Traffic in Women
The series of

exchanges between Ichiro and Jiro concerning Nao and the blind
Kagekiyo episode are important in two ways: first, because it un¬
covers what Eve Sedgwick describes as the patriarchal mode of "social empow¬
erment" by "male bonding" which the Nagano family participates in, and, sec¬
ond, because they reveal different reactions of Ichiro and Jiro to that mode of
woman

in the

transaction.
One

can

easily interpret Ichiro's entrustment of the errand to Jiro

as an at¬

tempt to test Jiro's loyalty to him as much as it is an attempt to test Nao's loy¬

alty; it is principally

affair of honor between the two brothers. The bond be¬
potent and intense than the bond between Ichiro and
Nao. The entire transaction that is overtly concerned with Nao transpires with¬
out involving Nao at all.
One can recognize a similar pattern of male traffic in women in the Kagekiyo
episode. The blind woman, who was no social match for the master's son, was
likewise an object of social exchange. As a housemaid of low birth, she was the¬
oretically unable to become the wife of her employer's son, the man of her
choice. She chose the only alternative, that of having a love affair. Being from
a good family, the man, on the other hand, was not willing to defy social mores;
for him she was a "Koharu," who had to be abandoned when his family required
him to find a suitable "Osan," although the terms of this negotiation are not
known. With everything secretly taken care of, she was apparently not informed
of the "real" reason behind his betrayal.
Twenty-some years later, she became an object of social exchange again: this
time between Ichiro's father and her old lover. The price of his bad conscience
was agreed upon between the two males without the knowledge of the woman
in question. Financial compensation is a typical patriarchal response to worntween

them is much

an

more

Sincerity
en's

versus

Tact
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feelings of loss; examples of which abound in Kdjin and Meian (Misawa's

offer of money to an abused "Koharu" in Kdjin, the uncle's gift of a bank check
to Onobu in Meian, for example). Her resolute refusal to accept the offer of

and her inquiry about the real reason for her lover's betrayal can be seen
her protest against such patriarchal transactions.
Ichiro is the only person in the audience who understands the meaning of her

money
as

protest, without realizing, however, that he is firmly rooted in the framework of
male homosocial traffic in women himself. His father, Jiro and the guests on the
other hand all dismiss her protest as a
"You remember his story

sign of female tenacity (,shunenbukasa).31

about that blind

woman

the other day when his wta/-friends

don't you? As his friend's emissary, he simply dodged the question that had troubled
the woman for twenty-some years. At that time I couldn't help feeling a deep sympathy.32
But more than that,
I really felt like crying at Father's frivolity. I pitied him. ..."
came,

...

"If you approach life as a woman does, everything, Vm sure, must seem frivolous."
"Your saying that only proves that you have inherited his bad side—I asked you about
Nao, and ever since I've been waiting for your report. But you're pretending ignorance on
one pretext or another.
(21/R, 198; emphasis added)
...

From the

patriarchal point of view, Ichiro misunderstands the nature of the ob¬
ject of their transaction, a woman; his idea of monogamous romantic love
makes him "imagine" a woman as a man's equal partner, and this endangers his
own position in such transactions. In the eyes of Jiro and other men, Ichiro is
"feminized," and his masculinity is threatened.

Sincerity

versus

Tact

The story

of the blind woman also reminds Ichiro (and the reader as well) of the
played in the past as a middleman in society, a master
of patriarchal transactions. He has arranged marriages and found jobs for
younger people (Okada and Sano, for example). The errand he performed for
his friend in trying to negotiate with the blind woman is yet another example of
how well he has mastered the social tact. Having retired from society, he no
longer runs errands for others, but this role has been taken over in the family by
Jiro and he is expected to assume his father's role in society later.
social role his father has

31 The

32

Japanese word, shunenbukasa, implies vengefulness and has a more negative connotation than
"tenacity."
In Japanese, Ichiro emphasizes that his sympathy was with the "poor woman," which does not come
across

well in the translation.
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As

elite

kanryo (bureaucrat), the father represents a new type of Meiji
educated young men. He is a bureaucrat with a
sense of tact, who, with good social skills knows how to survive in an increas¬
ingly competitive "modern" society—an ability Ichiro does not possess. As Jiro
notices a trace of cynicism in Ichiro's remark to their mother about the social
skill their father shows when arranging Osada's marriage, Ichiro does not hide
his displeasure with his father's tact. Ichiro indeed shares a skepticism toward
tact with many other Soseki characters. The obverse of this skepticism is nos¬
talgia for what he apparently perceives as the artless, "sincere" dealings valued
among the patriots (shishi) of a generation or two earlier. His somewhat oldfashioned sense of masculinity collides with the more "modern" notion of mas¬
culinity that both his father and Jiro hold. And it is this stoic sincerity subtly
mingled with Western-derived, almost puritanical rectitude that gives him his
characteristic stance toward women, including the blind woman in the Kagekiyo episode and his own wife, Nao.
Ichiro sees a clear parallel between his father's mediation and Jir5's and de¬
clares that he "can't see any trace of sincerity" in either of them (21/R, 197).
Ichiro seems, however, unaware that Jiro does not necessarily hold back out of
insincerity, but possibly because he lacks the courage to confront his own feel¬
ings about Nao.
an

male who is

a

model for many

Misawa and Two Unfortunate Women

Episodes of two unfortunate women which Jiro's friend Misawa recounts to Jiro
offer the reader another occasion to reflect on how female sexuality ends in an
affair of honor between men, resulting with the banishment of the women in¬
volved. One concerns a geisha, an abused "Koharu," who fell ill after Misawa
forced her to drink too much sake (rice wine), and the other concerns a demented
divorcee,
of the

an

abandoned "Osan," who used to live in Misawa's house. The story

deranged divorcee is the more tragic: because of her memories of an un¬
happy marriage, she was afraid of being left alone in the house and begged Mi¬
sawa each day he left home to come home as soon as possible. She died a few
years later, and this deepened Misawa's sympathy for her. Misawa was also out¬
raged by the cold response of her family to the news of her death, most likely due
to the social stigma attached both to divorce and mental illness. Jiro came to
share Misawa's sympathy for these women whose stories help defamiliarize the
vulnerable position of women in the patriarchal hierarchy. Interestingly, howev-

Jiro's

er,
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the episode concerning the geisha ends with Misawa's sending Jiro on an er¬

rand to

give money to the geisha, as a sign of sympathy and as an apology for his
reckless behavior. Here again, money is considered the most expedient way to
appease women. Penniless himself, however, Jiro is forced to run a new series of
errands to obtain the necessary money, proving his loyalty to his friend, Misawa.

Jiro's

Departure

After the

confrontation, Ichiro and Jiro remain at odds with

one

another. Most

noticeably, thenceforth Jiro gives up his role as peacemaker in the family. As he
himself puts it, "Inasmuch as everyone used to deem it almost my duty to keep
the dinner table lively, my sudden silence made for a peculiar bleakness.... In
the midst of such a desolate family scene, [Osada-san] continued waiting on
[us] as if there was nothing in this world to think of but her approaching wed¬
ding day" (23/R, 200). Osada-san's innocent expectations of her future mar¬
riage are contrasted with the actuality of Ichiro's unhappy marriage, which
leads Jiro to reflect on the fate of other married couples. Feeling depressed and
unable to tolerate the pressed atmosphere at home, Jiro decides to rent a room
somewhere and leave home.

Jiro informs his parents of his intention to leave. He does not forget to end
conversation with some formal courteous expressions. When he breaks
news

to

whether

the
the
Ichiro, however, Ichiro fires several sharp questions at him asking
he is planning to leave "alone." Ichiro then reminds him of the tragic

love affair of Paolo and his sister-in-law Francesca from Dante's Divine Come¬

dy (27/R, 208).
"Jiro, why does the world forget the name
those two names, Paolo and Francesca? ..."

of the wronged husband, and remember only

"... this is the way I explain it. The natural love of those lovers is, after all, more sacred
than the man-made relationship of husband and wife. Consequently, as time passes we are
left only with a ringing voice, that voice which admires the law of vast nature transcending
the

rigid moral code set up by

a

narrow-minded society, aren't we? ..."

...

"Jiro, that's why those who side with morality may be temporary victors, but they are los¬
ers for all eternity while those who follow nature may be temporary losers, but they will be
eternal victors." (27/R, 208-9)

Ichiro then adds that he supposes that Jiro intends to remain a "victor" for the
rest of his life. Jiro bears Ichiro's bitter words without venturing any reply. As
Nao appears
room,

with her daughter and Ichiro's kimono, Jiro quickly leaves the
"concealing [his] relief at such an unexpected rescue" (28/R, 211).
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This conversation shows Ichiro's

growing paranoia and Jiro's continued eva¬
his errand is due to his frightening dis¬
covery of his inner feelings incompatible with the purpose of his errand. As time
goes by, however, the trauma of the Wakayama incident subsides, and Jiro man¬
ages to keep himself at a distance not only from Ichiro but also from Nao. His
passionate determination to "defend" Nao "even by force if necessary," because
of his "added sympathy for her" (44/R, 158) gradually loses its vigor like "stale
beer." Ironically enough, as Jiro succeeds in neutralizing his potentially danger¬
ous sympathy for Nao, Ichiro's suspicion toward Jiro and Nao just increases.
Being asked if he intends to "remain a victor
throughout eternity," Jiro is
forced to reflect on the consequence of his own rather "unfair" evasive attitudes
ever since the Wakayama incidence. He is alarmed at Ichiro's paranoia and is at
the same time "made all the more acutely conscious of' his responsibility in
"producing this mental agitation in him" (28/R, 210). He gives considerable
thought to Ichiro and Nao, and recognizes, perhaps for the first time, Ichiro's
sion. Jiro's initial reluctance to report on

...

real need to communicate.

Paolo and Francesca
The

significance of Ichiro's account of Paolo and Francesca is again twofold. It
between the ideology of romantic love embodied in the story of
Paolo and Francesca, and the actuality of Ichiro's sexual identity within the con¬
straints of his role as family patriarch. It also calls into question the naturalness
of any romantic love, whether that of Paolo and Francesca or that of Jiro and
Nao. As Rene Girard has brilliantly demonstrated, "love" is often brought into
focus by rivalry, and the choice of the beloved, is determined not necessarily by
their qualities but by their being already the choice of a rival.33 The homosocial
bond of rivalry can be as powerful as the heterosexual bond of love. By bringing
together the idealized image of natural, romantic love in the story of Paolo and
Francesca, and the remoteness of any possibility of such love within the specific
social situation in which Ichiro, Jiro and Nao are bound, this episode calls into
question the modern ideology of love to which they aspire.
reveals the gap

The "natural" love of Paolo and Francesca that defeats the artificial relation¬

ship of arranged marriage epitomizes the ideal
33 For

a

discussion of

Novel, 1-52.

an

imitative desire, see Girard,

romance

Ichiro has read about

"'Triangular' Desire," in Deceit, Desire, and the

Paolo and Francesca

but has neither
romance

as

experienced

nor
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witnessed. Although he has not witnessed such
imagines it, so intensely that it almost seems

between Jiro and Nao, he

if he wished Jiro could act out the role of the adulterous brother. Like many
men of respectable society, Ichiro is a graduate of the elite higher schools,

other

and his social life before

marriage was most likely predominantly homosocial,
by male bonding. As is demonstrated by his intensely intellectual
and potently exclusive friendship with H-san, the value of honorable gentle¬
manly friendship looms large in his mind. For someone like him, who neither
resorts to readily available means of satisfying his sexual needs with prostitutes
as other men do, nor allows himself to pursue homosocial/sexual desire, monogamic heterosexual love is the only legitimate way of settling his sexual identi¬
ty. Not being able to find any emotion in himself that matches such love, how¬
ever, he imagines it elsewhere, that is, between Jiro and Nao. His intense
paranoia can even be seen as a manifestation of his masochistic wish to have
Jiro actually play the role of the adulterous brother so that he, too, can act out
the role of the outraged husband as a proof of his own masculinity.
In reality, however, there is no romance between Nao and Jiro. First of all,
the erotic triangle in the Nagano family was founded not on a romantic relation¬
ship between Jiro and Nao but on the circumstances by which an unsuccessful
arranged marriage and social pressure created an unhappy couple, each needing
an outlet for repressed inner voice.34 And, to both of them, Jiro happens to be
the only person to whom they can divulge their innermost feelings. What is
most important in this triangle, therefore, is not the love between Jiro and Nao,
but the circumstances that made it possible. Kdjin defamiliarizes a situation in
which different social forces come into conflict via this triangular relationship
among Jiro, Ichiro, and Nao.35
Paolo and Francesca fall in love and actually do defy social conventions. In
characterized

contrast, Ichiro, Jiro and Nao do not act but wait for someone else to take the
initiative and

eventually resign themselves to the status quo. Why should they
anything to end this frustrating situation? Why does Ichiro

be

so

34

Many Japanese critics have discussed the forbidden love between Jiro and Nao without giving much
thought to the circumstances that made it possible.
The remoteness of Ichiro's imagination from the world in which he lived is symbolized by the fact that
his account of the Italian couple reminds Jiro of the tragic love suicide in Sankatsu Hanshichi, a story
about a love suicide between Hanshichi and a prostitute named Sankatsu (27/R). The double-suicides
in the Edo period was a way of resolving a love affair in order to avoid direct confrontation, and there¬
by save the honor of those most affected, the man's family. The love of Paolo and Francesca, in con¬
trast, was resolved by a direct confrontation, culminating in the husband's killing of his brother.

35

reluctant to do
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not confront Nao and divorce her?

Why is Jiro unwilling to take his feelings for
seriously? Why do they remain silent?
These questions bring up the dilemma of self-definition discussed earlier, the
fact that one is always implicated in the social system one tries to interact with.
Moreover, patriarchal social conventions do not always operate "restrictively,"
or "stiflingly." Obviously, they have a positive aspect that many, particularly
men, find irreplaceable. They offer security and unconditional protection, both
psychological and economical, for those faithful to them. The benefit of mutual
dependence is so much a part of every aspect of social life that it is difficult to
cut oneself off if one means at all to live within the boundaries of respectable
society. The price to be paid for breaking conventions is correspondingly high.
After all, Ichiro is determined to abide by his marriage because he knows
what consequences such a drastic measure as divorce would have for Nao. Nao,
too, is well aware that divorce would deprive her of access to her only child,
Yoshie, who belongs to the Nagano family. Misawa's story about the demented
divorcee again reminds the reader of the often tragic consequences of divorce

Nao

for

a

woman.36 Jiro is also

aware

of how serious

a

divorce would be both for his

older brother and for himself,

particularly if the cause were to be his adultery
popular "errand boy" of the family, Jiro has en¬
joyed the comfortable and warm protection of his parents, particularly that of
his mother, and he has much to lose by tampering with his family relationships.
with his sister-in-law. As the

The Nexus of Social

Relationships

An

interesting episode concerning money illustrates the type of indulgence and
family support Jir5 is accustomed to receiving. It begins in a hospital with Misawa asking Jiro to lend him money to give to the geisha, mentioned earlier,
who has fallen ill because he had forced her to drink sake. The money Jiro lends
to Misawa passes through a number of hands, since, being as poor as Misawa,
Jiro borrows this money from the Okadas, knowing that they will feel obliged
to lend it to him because of their indebtedness to his parents. Jiro then lends it
to Misawa, who in turn gives it to the geisha. When his mother comes to Osaka
afterwards, Jiro asks her for this sum, so that he can repay the Okadas. She re¬
plies as follows to her son's request:
36 The term for

atory.

a

divorced woman,

demodori,

means

"one who returns to her natal home" and is derog¬
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why Misawa-san had to spend money

on

that kind of woman. It's ab¬

surd," she said.
"But that

something he thought he was obliged to do" I explained.
is beyond me. Well, if he was sorry he could as easily have gone
to see her empty-handed. But if that made him still feel awkward he could have taken along
a box of sweets. Wouldn't that have been enough?"
I kept silent for a while.
"Even if he thought it was his obligation to do it, I still can't see why you were obliged to
borrow money from someone like Okada."
"Oh well, forget all about it then," I replied. I rose and was about to go downstairs.
My
was

"Your kind of obligation

...

mother

was

"Wait
...

a

alone in the

room.

moment," she called

I sat down

And, awkward

me back. "/ never said I wouldn't help you, did IT
told. I felt sorry for her that I could not bear to raise my face.
a child, I received the needed sum from my mother. (7/B, 95-96; my em¬

again,

as

as

I

...

was

phasis)

Clearly the relationship between Misawa and the geisha is not of the kind
one usually considers as being bound by obligation (giri), and Jiro's
mother knows all too well that Misawa's obligation is mentioned to justify Jiro's
response. While disapproving of this offer of money to the geisha, however, she
hands the needed sum to Jiro after all, indulging the family's favorite "errand
boy." This is a typical example of the unconditional support one benefits from
as a faithful family member. Jir5 takes advantage of his mother's kind assis¬
tance, although not without a bad conscience. This action, like others, simply
entangles him all the more deeply within the social system.
Jiro cannot carry out this act of generosity except by using his social net¬
work. The episode shows how difficult it is, indeed, to try to act independently
of the network of social conventions and obligations. Both Jiro and Misawa are
part of a patriarchal society that supports the system of arranged marriage.
Carefree students of the upper-middle class, they are still totally dependent on
their families even for such a simple act of charity. They are made to realize that,
whatever they do, their need for money and their dependence on family support
which

will erode their initiatives and autonomy.
As the story proceeds, the reader gains

insight into the network of personal
relationships through which family members help each other. Jiro's parents ar¬
ranged the Okada's marriage. Okada has secured his present position with the
help of Jiro's father. In return, the Okadas arrange the marriage between Sano
and Osada. The Nagano family pays Osada's wedding expenses as a reward for
her long service to the Nagano family. (The wedding preparation proceeds in
the way that suits Osada's social status: it is much less extravagant than Ichiro
and Nao's wedding, for example.) Misawa arranges for Jiro to obtain his present
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job at

office owned by Misawa's old sponsor, B-sensei, who is, again, an un¬
colleague. The Okadas later write to Jiro, telling him of a
"suitable position" in Osaka (24/A). Misawa attempts to arrange Jiro's marriage
through his personal connections, while Jiro's parents do the same for both Jiro
and Oshige. His mother prompts Jiro to ask Misawa if he might be interested in
Oshige. Jiro's last errand to solicit Mr. H's help goes through Misawa's media¬
tion. The patriarchal hierarchy is thus maintained and consolidated through a
series of errands mediated by the men in the family, with the occasional help of
an

cle of Mr. H, Ichiro's

the mother.

Another

Marriage

Shortly after Jiro settles in his new apartment, he is called home to participate
in Osada-san's wedding ceremony, a typical patriarchal marriage in a modern
disguise. Ichiro's rift with Nao, Jiro's skepticism and Oshige's anxiety are set
against the liveliness of a household hurriedly preparing for a wedding. As Jiro
humorously, but with a touch of cynicism, notices later, when Osada-san, who
has "painted herself all white," washes her hands in the "black-lacquered basin"
as a part of the ceremony, "a dipperful of holy water ruthlessly restor[es] her
hands, which had been painted over with such care, to their natural dark red"
(36/R, 225).
Since Okada has failed to

bring his wife from Osaka (which Jiro attributes to
easy-going carelessness), Ichiro and Nao are asked instead to step in as gobetweens during the ceremony. Okada's omission is not only attributable, in my
view, to his carelessness, but is a consequence of Osada-san's low social status,
which allows such carelessness from Okada. Okada "forgets" in full awareness
that it is not a serious offence. Also, one of the shrine maidens ([miko) has had
to be replaced by her assistant due to a stomachache. The wedding ceremony thus
proceeds with two substitutes, uniting two strangers meeting here for the first
time, which helps symbolically to underline the arbitrariness of the arranged mar¬
riage as a social practice. Jir5 observes the ceremony and the go-betweens with
ironic curiosity and wonders whether "this couple with such a bitter experience
[would not] impose a share of their not very happy fate on these young people
and create another unhappy couple" (36/R, 255-56).
After seeing the newly wedded couple off on their honey moon, Jiro returns
to his lodging, thinking of the prospects of his own future marriage. He soon
forgets the problem of his brother and his sister-in-law, and is finally able to enhis

Nao's Visit
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joy a good bath and a hearty dinner in his apartment (38/R, 228-29). This peace
of mind is short-lived, however, for he soon hears from his mother and Oshige
that Ichiro's behavior has become

ever more

"eccentric."

Nao's Visit
Nao's

unexpected visit to Jiro shortly after Osada's wedding marks another step
relationship with her. On the way home from her obon
visit to her family ancestral graves, she stops at his lodging for the first time.
Obon was one of the very few occasions when a woman in Nao's situation was
allowed to go out alone; in fact, this is the only time Nao goes out alone in the
entire story. Jiro is disturbed, alarmed and excited by her sudden attempt to con¬
fide in him about her relationship with Ichiro. For the first time, she starts "del¬
uging [Jiro] with the facts of the frustrating situation" with her husband (4/A,
237). At Jiro's request to elaborate on the situation, Nao likens her helpless po¬
sition at home to that of a "potted plant."
in the evolution of his

"Menfolk, if they aren't contented, can fly off anywhere—just like you—but certainly we
women
never

no

cannot. I am no better than a

able to

other way

Coward

move an

inch unless

potted plant;

someone comes

but to stand still—yes,

no

other way

once planted by my parents' hands, I am
along and helps me to move. There can be
but to stand still until blighted." (4/A, 237)

though he is, Jiro realizes the degree of trust Nao has placed in him and

takes stock of the seriousness of the situation.
Left alone after her

departure, his "fancy and memory" keep "revolving aim¬
lessly until far into the night" (5/A, 239).
With such intensity I envisioned her, her image quickened almost into life. And while the
raindrops were dripping, wild and incoherent fantasies began to torture my burning brain.
Why did my sister-in-law, taciturn as she was, confide in me alone?
It seemed incon¬
ceivable that she had come all the way to see me because there was no one else to whom she
might appeal in her extremity.
Looking at my face as I was warming myself over the brazier, she in fact asked, "Why are
you so stiff?" When I replied, "But I'm not," she smiled, saying, "But you are drawing back
your head." Her manner then was so familiar that she seemed almost about to reach across
the brazier and poke at my cheek with a delicate finger. (5/A, 238-39)
...

...

...

Jiro's

deep sympathy, if not love, for Nao is rekindled on this occasion, but, he
makes formidable efforts to ward off the intrusion of disturbing feelings for her.
Once

again, Jiro and Nao play the roles of osoreru otoko and osorenai onna. A
duplicity in her usual taciturnity suddenly reveals itself again. She

concealed
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cleverly disguises her "red" intention, while making a seemingly innocent visit,
and it is this unpredictability of her behavior that frightens Jiro most.
Jiro is afraid of the "red" in Nao as it may lead him to flout convention, but
at the same time he finds it attractive. In the days following her visit, his mind
is "incessantly haunted by" her (6/A, 239), so much so that he wonders "how
those around suspected nothing" about his rather disturbed state of mind: "For
some time" he "had ceased to be considered a jolly fellow around the office,"
and he "seldom spoke" (6/A, 240). He has been both disturbed and dangerously
attracted by Nao's sudden "redness"—the subtle but definite expression of her
hidden passion clearly aimed at him. "While well aware of the existence of
something fearful right before [his] eyes, [he] closed them tightly in order not
to face it" (6/A, 241). In the midst of this suffering, Jiro receives a postcard from
the Okadas, reporting on an enjoyable excursion they have had together with
Sano and Osada-san. Jiro incredulously "stare[s] at the postcard for a long time"
(6/A, 241), as if struck by the contrast of the happiness of these two couples
with his

own

state of mind.

Jiro's Last Errand
The

Nagano family notices Jiro's sudden reluctance to pay them a visit and
lodging. At his father's request, Jiro visits home after
a long absence. The father attempts to win back his lost "errand boy," whom he
still considers the only person capable of restoring harmony in the family. Ichiro
is not home (which is not likely to be coincidental), and the family enjoys a brief
and lively reunion. But the seemingly merry family gathering is overshadowed
by the fact that their lightheartedness owes itself to Ichiro's absence.
After dinner, Jiro overhears his parents discussing the problem of Ichiro.
They tell Jiro about Ichiro's condition, which has considerably worsened re¬
cently. With Ichiro "being such an oddity" (12/A, 251), the family is used to his
depression and "eccentric" (20/R, 195) behavior; but this time, to their dismay,
his depression does not seem to relent. Even for his parents, who have "learned
thoroughly how to humor him since his childhood," his unrelieved depression
sends his father to Jiro's

was "puzzling indeed" (1/A, 251). "'What is to be done?' was the question re¬
peatedly raised as they talked it over" (1/A, 251).
At Jiro's suggestion, they conclude that it is best to divert Ichiro's attention
by recommending him to take a trip together with his colleague and most inti¬
mate friend, Mr. H. Jiro readily agrees to act as a middleman to arrange this, as
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his parents say

they are "hopelessly unsuited to the task" (12/A, 251). Since Jiro
acquainted with Mr. H himself, however, he decides to get in touch
with him through Misawa. Mr. H was Misawa's sponsor while he was in school,
and they knew each other very well. Thus, once again, the Nagano family at¬
tempts to solve Ichiro's inner conflicts and his problem with Nao through me¬
diation involving a number of male middlemen, Jiro, Misawa, and Mr. H, but
curiously excluding Nao. Nao is treated as a property of social exchange in this
transaction again. Even though the Nagano family correctly assumes that the re¬
lationship between Nao and Ichir5 is the main cause of Ichiro's depression, she
is never even consulted on this matter. With Ichiro being such an "odd," inca¬
pacitated head of the family as seen from the patriarchal point of view, Nao's
fate is increasingly entrusted to her parents-in-law, and their "errand boy," Jiro.
Ichiro's relationship with Nao is therefore the business of the entire family, and
also of those men close to the family, such as Misawa and Mr. H.
This decision to involve Mr. H, whom the Nagano family has judged to be
the proper middleman, however, has unfortunate implications for Nao. She per¬
ceives Ichiro's leaving with Mr. H as a sign that he has given up on her com¬
pletely. When Jiro mentions Ichiro's departure with Mr. H, Nao blurts out that
Ichiro "was disgusted with me and that's why he has gone on the trip" (25/A,
274). She is convinced that this trip is Ichiro's gesture to demonstrate that he no
longer considers her his wife. Nao is not even informed that Ichiro did not de¬
cide to go on his own initiative, but, rather, agreed to take the trip only after
much persuasion by Mr. H. This conventional solution to the family's problem
ironically deepens the very rift between Ichiro and Nao that has caused Ichiro
such anguish.
is not well

Mr. H's Letter to Jiro
On the eleventh

day after Ichiro's departure, Jiro receives a long awaited-letter
from Mr. H and reads it with avid interest. As Mr. H recounts, Ichiro is appar¬
ently aware of the nature of the errand Mr. H has been entrusted with by the
Nagano family. Ichiro sees through Mr. H's real task as his "nurse" (omori) and
says he is "grateful for [his] goodwill," but his "behavior thus motivated is no
more than hypocrisy" (36/A, 293). The bitter experience of his own brother's
failure to run an errand for him has most certainly planted in Ichiro general dis¬
trust of such mediation. This makes him react negatively whenever he hears Mr.
H attempting to speak in the official voice.
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Mr. H first tries to comfort Ichiro

by generalizing his mental problem—by
arguing that the root of his problem lies in "the insecurity of the entire human
race" (32/A, 285). When he realizes that this tactic does not work well, he di¬
rects their discussion to religion and advises Ichiro to believe in something
higher than himself. As Mr. H himself confesses later at the time of narration,
he used the word God, even though he had not given the subject much thought
before (41/A, 300). After a round of philosophical questions on the trustworthi¬
ness of the Supreme Being, Ichiro detects the falseness in H's argument and re¬
plies:
"I do not know of any supreme being as trustworthy as a ricksha man. You don't either.
What you are saying is a sermon made up just on my behalf; it is not the religion you your¬
self are practicing, is it?"

"By all

means, it is."
"Then have you renounced your ego
"Well yes, in a way." ...

altogether?"

The more he pressed me the less certain I felt myself growing. But as
the mercy of circumstances there was nothing I could possibly do. Just
brother raised his hand and slapped me in the face. (41/A, 300-301)

This violent reaction

I was completely at
then suddenly your

turning point for both men, and for the
journey, despite his impatience with Mr. H's conventional tactics,
Ichiro appreciates his goodwill and understands that it is not Mr. H's fault that
he cannot mediate successfully. Mr. H, in the meantime, also realizes the limi¬
seems

to serve as

rest of the

tations of such

a

mediation.

As Mr. H reflects later

what has

happened, he remembers listening to
feeling of one who has no experience of a headache, and yet
has to put up with someone's complaint about a splitting headache" (32/A, 285).
This image effectively demonstrates the limited nature of a conventional medi¬
ation. Mr. H can never successfully mediate because he has no first-hand expe¬
rience of a "headache." Seen in the light of a conventional interest, however, it
is precisely his ability to distance himself from Ichiro's "headache" that makes
him a "good" mediator. As Ichiro's "headache" is seen to be caused by his fail¬
ure to perform his role as the patriarchal family head, the task of the middleman
is to divert his attention away from his "headache" and to put him back on the
right track again by trivializing or generalizing the cause of his "headache." Mr.
H puts aside his errand for a while and concentrates his efforts instead on care¬
fully listening to Ichiro. With him serving as narrator in his letter to Jiro, the
reader is now given clearer access to Ichiro's psychology.
If one disregards the interest of the family as a whole, the only reasonable
solution to Ichiro's inner conflict lies in helping him to confront Nao—so that
Ichiro "with the

on
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actually share the burden are made to grapple with it (However,
possibility of divorce, a socially unacceptable
consequence for the family.) We learn from Mr. H's letter that Ichiro has in fact
attempted this earlier, even if in his own egocentric manner. As Ichiro confesses
such

to

can

confrontation raises the

a

Mr. H:
"At

a

first blow she is calm. At

resistance, there is

none.

a second she is still calm. And at a third, although I expect
The more blows the more lady-like she becomes. This helps all the

make a ruffian out of me. It's just like venting my wrath on a lamb, only to prove
degradation of my character. Isn't she cruel to use her husband's wrath in this way to
display her superiority? Now look. Women are far more cruel than men who resort to force.
I wonder why the devil she didn't stand up to me when I hit her. No, she didn't need to resist,
why didn't she say so much as a single word back to me?" (37/A, 294)

more to

the

Not

having learned how to tailor his utterances, all Ichiro can do is to vent his
by physical aggression, which can hardly heal the rift between hus¬

frustration

band and wife.

Despite his deviation and "eccentricity,"37 Ichiro, as a product of the patriar¬
is bound by certain patriarchal prejudices himself. Inscribed in his

chal system,

behavior and attitude toward his wife is his view of women, a view that is much

representative of the time and the social class he belongs to than one might
judge from his otherwise unconventional way of thinking.38
more

Once married, a woman becomes perverse on account of her husband, no matter who he may
be. As I say this I don't know how much I have already corrupted my own wife. Wouldn't it
be really shameless to expect happiness from the very wife one has debased? Happiness is

something you just can't demand from
marriage. (51/A, 318; my emphasis)

a woman

whose innocence has been destroyed by

Ichiro

speaks of his inability to "handle" (ayasu) his own wife (5/R, 168),
tendency to "debase" (waruku suru) his wife and of a woman's
innocence "destroyed" (sokonawareru) by her husband (5/A, 318); its implicit
opposite, the ideal situation that is unattainable, is one in which he is able to
handle his wife so that she can continue to be "good" and "innocent." "Good"
and "innocent" women are happy and capable of making others happy. Women,
married or unmarried, are again assigned completely passive roles with regard
to their own fate. As Nao has argued, they are, indeed, comparable to "potted
plants," their happiness provided for first by their parents and then by their hus¬
bands, through proper "handling." This patronizing view of women is in line
of

a

husband's

37 His unconventional way of thinking is perceived by the family as a sign of "eccentricity."
38 This is in line with the implied author's view of women, which I have discussed in connection
the

osoreru

otoko and osorenai

onna

motif in the

relationship between Jiro and Nao.

with
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with the

patriarchal view of women as "property of social exchange." Ichiro
a step toward dismantling his role as the authoritarian patriarch by
confiding his longing for Nao's love to Jiro. He cannot, however, "condescend"
to ask for help from his own wife, for whom he is supposed to protect and pro¬
has taken

vide.
In the context of Ichiro's

despair over his failure to "handle" Nao, it is
important to note his interest in the "deranged divorcee" of Misawa's story, and
in Osada before her marriage. Ichiro sees women's lost innocence, symbolized
by Nao, recaptured by Osada and by the deranged divorcee who had lived with
Misawa. Both of them serve to symbolize women least contaminated by giko
(artifice) and the tact of human dealings. Ichiro considers them as the only
women capable of "sincere" communication.
Ichiro explains to Jiro that because of the loss of a sense of social propriety,
an insane person must be able to tell her true feelings (12/B, 104). He concludes
near

that what this insane divorcee, the abused "Osan," said to Misawa must have

been

genuine. Ichiro has apparently given much thought to the episode and is
by the woman's ability to speak with sincerity. Jiro later recalls
Ichiro's account of the insane woman and begins to wonder whether his brother
might not really wish his own wife to "suffer from such insanity so that she
might also lay bare her inmost thoughts" (31/R, 216).
Does Ichiro possibly see insanity as the only way out of the predicament in
fascinated

which he and Nao find themselves? It

seems

clear at least that Ichiro

sees

insan¬

ity as a possible medium for revealing private thoughts and feelings and sees a
certain parallel between the mad woman and his own wife.39 Ichiro sees "insan¬
ity" as one alternative for himself as well: "To die, to go mad, or to enter reli¬
gion—these are the only three courses left open for me" (39/A, 296). Out of the
three, he considers religion and death as least thinkable, leaving him "only one
way out—madness" (39/A, 297). In contrast to the view that the story of the in¬
sane woman

plays

a

does not deserve the attention it receives in the novel, I believe it

symbolic role central to its concerns.40

As for Osada-san, Ichiro sees the unmarried Osada-san as most

capable of
representing the kind of "innocence" he seeks to find in women—the kind of
39 Here

again, Ichiro displays his unusual ability to defamiliarize social conventions, in this case, those
insanity with stigma.
Nakayama Etsuko writes in "A Study of Conflict in the Life and the Later Novels of Natsume Soseki,"
391-92: "In Kdjin, Soseki devotes too much space to the episode of this insane young lady. Indeed, if
Soseki had shortened the first chapter, Tomodachi' (Friend), Kdjin would have been a much better
which treat

40

balanced work."

Mr. H's Letter to Jiro

77

innocence Nao has lost. He considers Osada-san to be "a

good-natured person,
Nagano residence, who was "born happy" (49/A, 314).
Despite her present happiness, however, Ichiro predicts that Osada-san will
eventually be debased by her husband. If one defines "innocence" as an ability
to express oneself in one's own voice regardless of circumstances, one might
say that women truly lose such "innocence" with the pressure of marriage. By
admitting that a husband debases a woman and destroys her innocence, Ichiro
unwittingly admits to playing the part of such a patriarchal husband himself.
While maintaining a division of power and privilege between himself and his
wife, Ichiro naively expects "innocent femininity" in his wife, just as he unsu¬
spectingly imagines "natural" love between Nao and Jiro. Neither "innocence"
nor "love" is free from the constraints of the broader social relations by which
one is bound. Osada-san, for that matter, could very well be a skillful artist of
giko who has learned to appear "innocent" in the presence of her master. (What
real opportunities does she have in her capacity as a housemaid to act other than
"innocently" in front of her master?) Likewise, the sincere words of an insane
woman would not necessarily be innocent. Revealing the hidden can very well
become an outpouring of her "red" energy, hatred and revenge, reminding one
more of the Mother Queen than of Snow White. Ichiro does not realize that it is
his naive expectation of femininity, his belief in the myth of feminine inno¬
cence, that eventually destroys his wife's "innocence" and prevents her from
acting sincerely in front of him.
Ichiro in his desperate situation might indeed envision an insane woman or
an unmarried woman of Osada-san's kind as the only ones capable of genuine
behavior. But, paradoxically, such women are unattainable as wives, since mar¬
riage allows neither innocence nor insanity; patriarchal marriage necessarily
deprives women of their "innocence," sometimes even of their sanity.
Mr. H finishes his long letter to Jiro in words much more open and direct than
one might expect from someone in his position:
the least selfish" in the

It may

be your wish to obtain some especially clear knowledge about his future, but I, being
prophet, have no right to meddle with the future. When the sky is covered with clouds it
may rain or it may not rain at all. One thing at least is certain, that while it is cloudy we can¬
not enjoy sunshine. All of you people seem to lay a certain amount of blame on your poor
brother for making those around him miserable, but I don't think that one who is not happy
himself has the strength to make others happy. If we demand warm sunshine from the cloudcovered sun, we are simply demanding something impossible. While I am here with your
brother I am trying to dispel this cloud for him. Before expecting warm sunshine from him
it would be well for you to banish first the cloud that surrounds his head. Should you fail to
do this, something unfortunate may befall your family. (52/A, 319-20)
no
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Despite Ichiro's initial skepticism toward Mr. H's mission, Mr. H is shown
of the few people with a genuine willingness to communicate with
him, in spite of the nature of the task he has undertaken as a middleman. Al¬
though unable to share Ichiro's "splitting headache," Mr. H tries to help him re¬
move its cause. He warns the Nagano family that neither Ichiro nor the family
can be happy unless they can help him "dispel this cloud." Mr. H no longer
slights the seriousness of Ichiro's difficulty and indirectly advises the family to
get to the bottom of things, a step which would eventually involve settling
Ichiro's relationship with Nao. Mr. H's mediation contrasts sharply with the sort
of mediation performed by Jiro and his father whose concern for maintaining
outward harmony overrides other considerations.
Mr. H finishes the letter by saying that Ichiro, as he has understood him, is
probably not the same as the Nagano family has understood him. The value of
to be one

his letter, he continues, "lies in the different reflection
looked at the

[he] received

as

[he]

from a different angle" (52/A, 319). Mr. H's message,
however, will be mediated by Jiro, who may have a slightly different motive for
same

person

this errand from Mr. H. As Jiro reveals when he

sion, he has

an

was

first entrusted with this mis¬

ulterior motive.

Being convinced that travel would do my brother good, I had gone so far as to tax Mr. H with
job, but quite frankly it was my brother's opinion about me that troubled me the most.
Just what was his feeling toward me? To what extent was he resentful or suspicious of me?
That was what I wanted to find out most. (21/A, 267)
the

Jiro attempts to impose on Mr. H a second mission of "spying" on Ichiro, in ad¬
dition to his official mission of "taking care of' (omori suru) him. Not wanting
to tell Mr. H of his real
on

interest, however, Jir5 simply asks Mr. H to report to him

Ichiro's state of mind "as

fully

as

possible about whatever [he]

may

notice"

(22/A, 269).
With Jiro's

major concern being Ichiro's opinion of himself,
Ichiro's mental condition, there is a good possibility that Jiro reads

rather than
Mr. H's let¬
ter with a focus different from that with which Mr. H may have written it. The
content of Mr. H's report will be forwarded to the Nagano family via Jiro, and
it may reach Nao only via her parents-in-law. Having passed through such a pro¬
cess of mediation, it is far from certain that Mr. H's original message will be
conveyed to Nao, for example, in the way Mr. H had hoped. However, whether
or not Nao will be given an opportunity to understand the nature of Ichiro's an¬
guish is of relatively little interest to the men involved in this transaction. It is
the bonds between Ichiro and Mr. H, between Ichiro and Jiro, and between Jiro

Mr. H's Letter to Jiro

and Mr. H that

are

strengthened,41 with Nao

as a

medium of exchange, and
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as

such, this process of mediation can be seen as another ritual of patriarchal social
empowerment.

41 If Ichiro, indeed, sees

alternative for him is

a

"grasping the soul" as a prerequisite for a sexual relationship, the only viable
homosexual relationship with someone like Mr. H.

5 The Cultivation

The

of

Modern Taste

Improvement of Taste

In

1906, the year after the end of the Russo-Japanese War, the first issue of a
journal titled Shumi (Taste) was launched by Tsubouchi Shoyo and his disci¬
ples. The ambition of the publisher was to play a central role in the movement
for the enlightenment of taste (shumi no keimo katsudo), in which Tsubouchi
was engaged at the time. Shumi was to become a sister journal of Waseda bungaku (Waseda Literature), which was already actively promoting the modern¬
ization of literature under Tsubouchi's leadership.1 In reaction to the earlier
movement for civilization and enlightenment (bunmei kaika), which induced
Westernization on a superficial level, the movement for the enlightenment of
taste aimed to integrate a new wave of Western culture into Japanese tradition
and to elevate it to the level of the "national" culture that would represent the
Japan of the twentieth century. It was to be a spiritual revolution (seishinteki
ishin) in contrast to a mere material revolution (busshitsuteki ishin) of the earlier
bunmei kaika, as the first issue of the journal states:
Having succeeded in checking the advance of the world

powers

and becoming the leading

power of the Orient, we regret to see that things remain in the same old state in the area of
liberal arts. We have not yet seen new liberal arts to represent a new Japan. Japanese liberal
arts are about to die, and our world of leisure activities (shumikai) is undeniably in need of

revival and recovery. This is our reason for wanting to publish this journal and thereby to
assist in our future progress in these two areas. Shumi aims to play a leading role in music,

theater, storytelling, painting, architecture, gardening, interior design, amusement, fashion,
Japan of the twentieth century by providing the [Japa¬
nese] family with ideal reading and entertainment.2

etc., and wishes to contribute to the

1 Shumi

was

kind that

to continue

was

until 1914. Waseda

clearly modeled on

an

Bungaku was the first specialized literary magazine of its
European literary journal. The first series appeared between Oc¬

tober 1891 and October 1898; Tsubouchi took over as editor in 1894. For a detailed discussion of the

journal Shumi,
2 Ibid., 16.

see

Jinno, Shumi no tanjo, 14-29.
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This "movement for the
ments for the

in late

enlightenment of taste" resonated with other move¬
improvement of culture in general which were gaining currency

Meiji.

In the years

following the Russo-Japanese War, Japan went through a new
change as it established its foundations as a modern industrial
society with a rapidly growing capitalist economy. The population in Tokyo
grew from 600,000 in the beginning of Meiji to 2,800,000 by the end of the
Meiji period.3 On an institutional and material level, Japan had managed to ac¬
quire the fundamental trappings of the modern nation state. Their growing
awareness of the status they had achieved as a modern colonial power abroad
apparently led the Japanese people to feel a need to focus their attention on the
quality of life of the ordinary family and to improve it with the cultivation of

round of social

culture and refined taste.

This focus

family life is not unrelated to the Meiji ie ideology that I have
already discussed. With the family as the essential building block of the nation,
the family (which in effect meant women) was given the important duty of rear¬
ing children to be respectable citizens of the modern nation. It was necessary
for every member of the family, particularly the wives and daughters, to be well
informed and to acquire "the latest scientific knowledge and practice" in man¬
agement of the household.4 Shumi typically featured a number of articles which
related to the improvement of clothing and interior design and catered to the
needs of a new group of housewives whose responsibility in the household was
recognized as increasingly important.5
In the context of rapidly developing capitalism and consumerism in the Meiji
period, improvement of culture must be considered in its relation to the impor¬
tant role commercial events and institutions, such as World Expositions,
kankoba (precursors of department stores) and eventually department stores
played. Besides offering concrete examples of various improvements in the
household, they were instrumental in creating the modern consciousness neces¬
sary for the development of a new consumer culture, which, although still quite
exclusive, was within the reach of many upper-middle class families, including
those in Kdjin and Meian.
on

3 Takeda, Koshitsu to manazashi, 128.
4 Bernstein, "Introduction," 7.

5 Shumi, however,

developed into a literary journal and distanced itself from its original mission of en¬
lightening the general public on culture (Jinno, Shumi no tanjo, 18).
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From World

Expositions to Department Stores

In his Hakurankai

seijigaku (The Politics of World Expositions, 1992), YoShun'ya traces how the development of a "modem way of looking at
things" (ikindai no manazashi) was promoted among the Japanese public by a
series of World Expositions held from the beginning of the Meiji period, and
how it stimulated the development of kankoba, and eventually of department
stores around the turn of the century. The Meiji government that participated in
the World Expositions for the first time in Vienna in 1873 quickly recognized
their significance as national events of the modern state and opened its first Na¬
tional Exposition in 1877 in Ueno Park, attracting 450,000 people.
Yoshimi points out that the pamphlet (chuisho) for the 1877 Exposition em¬
phasized its importance as an occasion to "help develop industry" and "promote
no

shimi

trade," and warned that it was not to be confused with an occasion for frivolous
entertainment.6 The main purpose of the exposition was to display various in¬
dustrial products and artifacts in such a way as to enable people to compare and
judge their qualities in relation to their usefulness and prices. It was an attempt
on the part of the government to cultivate a modem competence to "compare
and select" from among a variety of goods that they rightly judged to be a nec¬
essary part of a capitalist economy.
In 1878, the following year, the municipality of Tokyo opened the first
kankoba in which left-over goods from the Exposition in Ueno were sold at face
value. This was followed by the opening of other kankoba, as many as thirty in
the 1890s when kankoba enjoyed their greatest popularity—many of them were
located in the Ginza, prefiguring its later reputation as "the" shopping district
in Tokyo. The protagonist of Heibon (Mediocrity, 1907) by Futabatei Shimei,
who has just arrived from the country (inaka), is laughed at because he did not
know what a kankoba was. In Soseki's Gubijinso (Poppy Seeds, 1908), Ono-san
buys a lamp stand and a rubbish can at a kankoba for his old teacher, Inoue, and
his daughter.7 By 1910, however, Yoshimi continues, the number of kankoba
dropped to one third of what it had been, and their place was more or less taken

6 Yoshimi, Hakurankai no

seijigaku, 124. Yoshimi interprets this as something that distinguished expo¬
of exhibiting a Buddhist icon) and misemono (a traditional
show) whose functions were dictated by different sets of premises and expectations. Taking his cue
from Foucault, he sees a common ground of the spirit of "scientific classification" in the organization
of international expositions.
In the final days of kankoba, they became known for sales of cheap goods called kankobamono. Ono's
purchase of goods from kankoba can be considered symbolic of Inoue's pressed financial situation.
sitions from earlier kaicho (the ceremony
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over

by department stores, most of which developed from traditional kimono

dealers such
As

as

Mitsukoshi.8

of the oldest

department stores in downtown Tokyo, Mitsukoshi in
particular had gained a special status as the symbol of refined culture and taste
by the end of the Meiji period (Mitsukoshi appears both in Kdjin and Meian).
Rather than relying on the idea of borrowing from the West that had perhaps
been more prevalent earlier, young innovators employed by Mitsukoshi at the
time aggressively marketed new East/West mixed styles (wayo setchu), cre¬
atively synthesizing the exotic with the familiar, the modern with the traditional,
and the Western with the Japanese. This eclectic strategy proved extremely suc¬
cessful, and as it seems symbolic of the social and cultural changes in the rest
of the society at the time, I would like to consider the development of Mitsu¬
koshi at some length.
Mitsukoshi, which started as a kimono dealer in 1673, became a department
store, Mitsukoshi gofukuten and Co. Ltd., in 1904.9 Among the number of in¬
novations it made were to display goods for sale (chinretsu hanbai hoshiki) and
to establish a design section to engage actively in creating new fashions in wom¬
en's kimono (there had been little change of the textile patterns of women's
kimono since the end of the Edo period).10 They also introduced the Western ac¬
counting system, abolished apprenticeship in favor of the wage system (adding
to the population of sararTman), and recruited young workers with university
one

education.

According to Jinno Yuki's presentation of Tsuboi Shogoro's ethnographic
study, the proportion of the population who wore Western-style clothing went
down from 1887 to 1910, confirming the general observation that there was a
resurgence of traditionalism around the turn of the century.11 It is particularly
noteworthy, however, that the number went down drastically for men, but not as
much for women because few women had adopted Western-style clothing in the
first place. The majority of women wore kimono throughout the Meiji period,
8 Yoshimi, Hakurankai no

9 I have relied

on

seijigaku, 139.
no tanjd (31-121) for most of my account of the development of Mitsu¬

Jinno's Shumi

koshi.
10 Takahashi Yoshio, a

graduate of Keio University and disciple of Fukuzawa Yukichi, who had also stud¬
charge of the reorganization. See Jinno, Shumi no tanjd, 39.
The results of Tsuboi Shogoro's two ethnographic studies conducted in 1887 and 1910 are summa¬
rized in Jinno's table based on Tsuboi's 1910 lecture held for the Ryuko kai (The Fashion Study
Group) titled "Piku to tsu" (Shumi no tanjd, 148). The focus of his interest was on measuring the de¬
gree to which Japanese fashion was being westernized. For a detailed discussion of Tsuboi's study, see
Shumi no tanjo, 144-52.
ied at

11

an

American business school, took

From World

although many
tional hairdo.

Expositions to Department Stores

started wearing sokuhatsu,

a
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Westernized version of the tradi¬

This is

obviously not unrelated to generally more conservative attitudes to¬
tendency represented by strong resistance to women's cutting
their hair, for example. In 1872, the government in fact banned women's short
hair—the Meiji Empress made a public appearance in 1873, demonstrating the
"correct" look, which included long hair. This stands in contrast to the Meiji
Emperor's earlier public appearance with a Western cut, which encouraged
many men to adopt short hairstyles.12 Mitsukoshi correctly saw kimono-wearing women as a great potential market. In the booming economy in the wake of
the two colonial wars, Mitsukoshi successfully revived colorful and dashing
Edo patterns such as date and genroku new Meiji fashions.13
In Soseki's Nowaki (Late Autumn Wind, 1907) the wedding reception of the
protagonist's wealthy friend, Nakano, attracts a crowd of men and women
ward women, a

dressed in their best clothes, the men in Western suits, and the women

in kimono

designs (suso moyd).14 Nakano also draws his friend's atten¬
tion to a Japanese woman in a beautiful kimono with colorful yuzen patterns
who is sitting next to a Westerner; "That sort of pattern is very fashionable now¬
adays; aren't they dashing!"15 Even though this comment functions as a remind¬
er of the protagonist's alienation from worldly society, these scenes testify to the
added importance of the role fashion and taste inevitably play in determining
the specific cultural and social fields one belongs to in modern society.
With the slogan, "integration of cultural aspirations and commercial inter¬
ests" (,gakuzoku kyodo), Mitsukoshi arranged a monthly gathering of scholars
and intellectuals of the day with whom the leaders of Mitsukoshi consulted
about matters of shumi (taste) and fashion. The group was called Ryuko kai
(The Fashion Study Group) and its members included men, such as Iwaya Sazanami, Kuroda Kiyoteru, and Mori Ogai,16 who contributed to the editing of their
group's public relations journal, Jiko (Current Fashion), as well. Mitsukoshi's
conscious effort to mingle with the leading intellectuals of the day no doubt en¬
hanced its image as a guardian of high culture.
with colorful hem

12 Sievers, Flowers in Salt, 14.

13 Jinno, Shumi no tanjo,

124.

14

Natsume, Nowaki, 757.
15 Ibid., 692.
16 For

a

definition of gakuzoku

kyodo,

see

Jinno, Shumi no tanjo, 69. For

a

discussion of the Ryuko kai,

Jinno, 123-38. Ozaki Koyo was an important consultant for Mitsukoshi's first public relation jour¬
nal, Hanagoromo (The Flower Cloak). He died too soon to join the Ryuko kai, however.
see
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Young innovators in Mitsukoshi who had been on a study tour to the U. S. as
as to Europe understood the importance of marketing and advertisement in
promoting their products. Mitsukoshi was put in charge of providing the interior
furnishings for the Imperial Theater (Teikoku gekijo), known as Teigeki, which
was finished in 1911. Hamada Shiro, an editor of Jiko, took advantage of this
opportunity to place an advertisement in the program for the opening event at
the theater that read: "Do not discuss theater without going to Teigeki, do not
talk about fashion without going to Mitsukoshi." This developed later into the
famous and successful slogan, "Go to Teigeki today, and Mitsukoshi, tomor¬
row" (Kyo wa Teigeki, asu wa Mitsukoshi)}1
Hamada had twenty years earlier devised similar copy for the advertisement
of the new Kabuki theater known as Kabukiza, comparing it too with Mitsu¬
koshi. The Kabukiza, built in a Western-style, was also a modern and relatively
new building at the time. Kabukiza, Teigeki and Mitsukoshi each successfully
promoted its profile as a place of leisure for upper-middle class people.18
Both Kabukiza and Mitsukoshi figure as familiar places to visit in Kdjin and
Meian. The father in Kdjin typically takes Oshige, his youngest daughter, to
Mitsukoshi to appease her after she has had a fall-out with her sister-in-law,
Nao. Stylish and modern (haikara) ornaments in Oshige's room which she
proudly shows to her brother—a "Japanese imitation of a majolica plate," an
"artificial rose," and "a wall-piece embroidered with large white lilies" (11/A,
249) were most likely purchased at Mitsukoshi as well. In Meian Onobu nostal¬
gically gazes at "the blue and white porcelain single-stalk flower vase with the
arabesque design" which she bought in Mitsukoshi with her cousin on an earlier
well

occasion

(70, 125). The Okamotos in Meian

use the theater restaurant at the
daughter's miai dinner. They are apparently frequent visitors
there, as is indicated by the attendant's quick recognition of the name "Okamoto" as Onobu steps out of the rickshaw to tell him the name of the party she
is joining. The opening of an independent restaurant in the theater was a modern
invention, as it involved abolishing the traditional custom of eating at one's seat
while watching the performance—the chaya (tea house) system.19
Through its study group with its public relation journal, and through effec¬
tive advertisements, therefore, Mitsukoshi managed to market itself as one of

Kabukiza for their

17 Jinno, Shumi no

tanjo, 118-19.
surprisingly, Mitsukoshi was criticized by some for representing the bourgeois. See Hatsuda,
Hyakkaten no tanjo, 112
According to the description in Meian, however, they seemed to have retained some of the catering
houses (chaya) which provided traditional meals (bento) to the audience.

18 Not

19
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the most fashionable sites in

Tokyo, even coining an expression, "Mitsukoshi
style" (Mitsukoshi gonomi).20 Mitsukoshi's famous Western-style annex, fin¬
ished in 1914, further added to its image of representing Tokyo's stylish and
modern (haikara) culture at its best. It was an impressive concrete building in
the Renaissance style and was the first in Japan to be equipped with elevators21
and escalators—escalators had just been introduced in the 1914 Tokyo Taisho
Exposition.
Since one of the most important aims of the 1914 exposition was seen to be
the spread of "the latest scientific knowledge and practice" in household man¬
agement, Mitsukoshi exhibited two Western-style model rooms in the Industrial
Pavilion.22 A more serious focus on the improvement of life came with the Katei
hakurankai (Family Exposition) in 1915, arranged by Kokumin shinbun (The
National Citizens' Newspaper) and also held in Ueno. The Family Exposition
featured, among other things, a storage room and a sewing room designed by a
female home economist, Hani Motoko, and various model kitchens with mod¬

equipment.23 Mitsukoshi, in cooperation with another department store,
Marumiya, contributed a children's room, a living room, a bedroom, and a bath¬
room in a "secession" style.24 The 1915 Exposition was followed by other ex¬
hibitions with themes focused on modern family life, thus marking the begin¬
ning of a renewed interest in this subject.

ern

Modern

Family Life

An ideal of modem

family life had thus been firmly established by the begin¬
ning of the Taisho period; "a modem way of looking at things" in the spirit of
systematic comparison was encouraged and promoted through various process¬
es of code-switching between the Japan and the West, the old and the new, and
these were concretized and exemplified in various exhibitions and department
stores as well as in journals on taste, and in women's magazines featuring
household management. The Naganos in Kdjin, for example, typically conduct
20 Jinno, Shumi no
21

tanjo, 208.

Shirakiya

was the
notes in his diary,
the way

first to introduce elevators, however. See Hatsuda, Hyakkaten no tanjo, 109. As he
Soseki went to the Eiffel Tower when he paid a visit to the Paris Expo in 1900 on
to London, and must have used an elevator in the Eiffel Tower (Soseki, "Nikki: Meiji sanju-

sannen," 17).
22 Hatsuda,

Hyakkaten

no

tanjo, 162.

23 Takeda, Koshitsu to manazashi, 161.
24 Hatsuda,

Hyakkaten

no

tanjo, 163.
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urban and modern

family lifestyle that effectively incorporates the "latest
knowledge and practice." Their lifestyle demonstrates how an creative
code-switching has made the coexistence of the old and the new possible in
their home, without necessarily abandoning their traditional habits.
The Naganos live in Bancho, a fashionable residential area in the middle of
Tokyo. They employ a gardener and also have a swing (buranko) in their gar¬
den. A swing was definitely a status symbol at the time, as examples from other
Soseki's works seem to indicate. In Mon, the Itais have a swing, which attracts
the envious attention of the neighborhood children, and in Meian, the Okamotos
have one, which the Fujiis' son, Makoto, wants to borrow. The Naganos have
more than one maid and they even have a telephone. It was not common to own
private telephones then, and that naturally limited its use even for those who had
them. When Jiro asks if there is a telephone at the Okadas, Okada answers, a
"telephone—in a house like ours!" (3/F, 34), with an amusement at the question,
which indicates that it was still largely unavailable to the ordinary public.
The Nagano family eats at a dinner table, most probably a chabudai (a low,
portable table) and have a "custard pudding"25 for dessert at home (7/R,
171)—something still exotically Western, a relatively new addition to a Japa¬
nese menu. The chabudai was also a relatively new piece of furniture. It was in¬
troduced to replace the traditional zen (individual table) and became popular
around the turn of the century. The chabudai is more egalitarian than the zen,
which could vary in shape and quality according to the rank of the person using
it. With the whole family sitting around one table, the chabudai became a "sym¬
an

scientific

bol of domestic

happiness."26

The father of the

Nagano family has retired from government service but has
large circle of acquaintances including a member of the House of Peers (11/K,
557, Sz). His sons, Ichiro, a professor, and Jiro, an architect, are both among the
members of the few, privileged graduates of Teikoku daigaku (an Imperial Uni¬
versity), which in itself guaranteed their social status at that time.27 They repre¬
sent the first generation of Meiji intellectuals who were well versed in English
and Western literature, particularly Ichiro, who reads Meredith, Dante and
a

Freud.

On

special occasions, the men in the family dine at places such as the
Seiyoken (25/J, 692, Sz; 8/J, 650, Sz), one of the oldest Western-style restau25

"Pudingu," or "purin" in Japanese refers to custard pudding.
Fuzokugaku in which Tada Michitaro discusses the role of chabudai in Soseki's Kokoro and Mon.

26 See

Onobu and Tsuda in Meian still
27

use

individual

zen.

By the time Tsuda in Meian graduated, however, the prestige of Teikoku daigaku was

on

the

wane.
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ordinary yoshokuya (Western-style cafeteria)

(8/J, 651, Sz). The visibility of the father and his sons outside their home con¬
trasts with the women's invisibility, particularly that of Nao, Ichiro's wife. As
already noted, the only time she goes out of the house alone is when she visits
her own parents and her family's ancestral graves at obon (Buddhist festival).
Except when they accompany Ichiro to Osaka, his mother and Nao generally
stay at home, mostly remaining in the background, busy sewing a wedding ki¬
mono

On

for their housemaid.

formal occasion such

wedding, the men seem to wear Westernstyle clothes with frock coats (furokku) and the silk hats (shiruku hatto),28 al¬
though on one less formal occasion, the father is seen wearing a heavy "ottercollared" tonbi (originally a Scottish cloak, adapted for use by the Japanese in
the Meiji period) (9/J, 653) with his Japanese clothes (wafuku). On coming
home from formal occasions, however, Ichiro and Jiro change into the more
comfortable kimono. One of the most important daily rituals Nao performs for
Ichiro is to bring him his kimono, together with their little daughter, on his re¬
turn. They all seem to relax best in their Japanese clothes, of which the least for¬
mal is the yukata. In fact, during the summer, both men and women go through
a daily ritual of bathing and donning yukata, after which the family gathers and
chats, fanning themselves with uchiwa (paper fans). The men are all fond of
cigarettes or cigars and constantly smoke. Ichiro smokes cigars, Jiro, cheap cig¬
arettes called shikishima. As Tsuboi Shogoro's study suggests would be likely,
the women change their hairstyles from hisashi (the Western style) to marumage (the Japanese) and back to hisashi, but seem to wear the kimono all the
time. In winter, the family gathers around hibachi (the brazier) to have an infor¬
a

as a

mal chat.

Apparently the Naganos are a typically well-to-do, urban, and stylish family
respectable society. None of the family members are businessmen, however,
and this somewhat distinguishes them from the more extravagant and lively
Okamotos and Yoshikawas in Meian. Things Western seem to be associated
with the social status of the family and are typically used by men when repre¬
senting the family in the outside world. The family's private space at home is
still dominated by traditional Japanese furnishings and garments. The father's
study is purely Japanese and apparently he finds himself most comfortable in
Japanese surroundings. There is a sign of change in this tendency which merits
of

28

"Wearing a frock coat was a symbol of risshin
Natsume Soseki jiten, ed. Miyoshi Yukio, 302.

shusse (success in

a

social career) in the Meiji period,"
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attention here, however.

Oshige, the young daughter of the house is happy to
compliment that her room looks "modern." She has obviously
been more exposed to Western influence as a young girl than were the women
of her parents' generation, and she feels quite comfortable with Western orna¬
ments in her private space.
Time is changing, and the text is full of things that have just been introduced
into Japanese life. In 1901 a dining carriage (shokuddsha) was added to an ex¬
press train that ran between Shinbashi, in Tokyo, and Kyoto.29 Jir5 and his
mother have black tea and fruit for breakfast in the dining carriage on the way
from Wakayama to Tokyo. An elevator was imported one year after the world's
first electric elevator was developed in the United States.30 Ichiro and Jiro take
an elevator for sightseers in Wakanoura with great interest. Rickshaws were still
common, but the car began to be visible at certain places.
Like Nao in Kdjin, in Meian, written three years later, Onobu, helps her hus¬
band change from Western clothes into a kimono on his return and is in other
respects a dutiful wife, but, unlike Nao, she accepts her responsibilities with
good will and a determination. Her attentive performance at home is motivated
by her conscious wish to create a happy home by being both "Koharu" and
"Osan" for her husband.31 Onobu is twenty three in 1916. Thus, she is imagined
as a woman who was young enough to be the daughter of Osei in Futabatei's
Ukigumo (Drifting Clouds, 1887-89), and who would have seen the publication
of many women's magazines, including that of Seito (Bluestockings, 1911). The
publication of Seito should have occurred when she was still a student of girls
high school (jogakko).32 In one of issues of Seito during 1916, the year Meian
was first serialized in the Asahi Newspaper, there is a translation of "The
hear her brother's

29

Miyoshi Yukio, ed., Natsume Soseki jiten, 292.

30 Ibid., 282. In 1889 Otis Brothers & Co., an elevator company started by Elisha Graves Otis, revealed
the first successful direct-connected geared electric elevator machines. It took the company until 1903,

however, to introduce the gearless traction electric elevator, the design that would become the "back¬
bone" of the elevator

industry, ushering in the age of high-rise structures (http://www.otis.com, revised

8/12/97).
31 For her this is

symbolized by the humming of the iron kettle (tetsubin) on the brazier (hibachi), a motif
throughout the story.
Numerous women's magazines (fujin zasshi) were being published toward the end of the Meiji period.
Examples are Jogaku sekai (1901), Fujin gaho (1905), Fujin sekai (1906), Fujin no tomo (1908). For
an extensive discussion of these magazines, see Maeda Ai, Kindai dokusha no seiritsu, 154. Seito
(Blue Stockings) was published in 1911, one year before Kdjin, and its publication continued until
1916, the year Soseki died. Seito was "the first Japanese magazine written and edited almost entirely
by women
dedicated to nurturing female artistic genius" (Bardsley, "Feminism's Literary Legacy
in Japan," 87), and its launch marked the beginning of a decade in which the Japanese feminist move¬
ment enjoyed considerable visibility.
that
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Modern

91

Family Life

Progress of Women and Society" by Scott Yearling,33 in which the positive in¬
fluence of individualism

on women was

celebrated. Komashaku Kimi

briefly

mentions the influences which Seito and the women's liberation movement may
have had

Soseki's

writing (one of the members of Seito, Mozume Kazuko,
frequented the Soseki residence as his monkasei [student]).34
The emergence in Meian of Onobu, Mrs. Yoshikawa and Ohide, three strong
individuals, who, as responsible managers of their households, all play active
roles in creating what they perceive to be "a happy family" is symbolic of the
increasingly dominant position women played in the family and the more gen¬
eral shift of emphasis in family relationships in the rest of the society. Ohide, in
opposing Onobu's project to become both "Osan" and "Koharu" for her hus¬
band, may be seen as representing the average woman's rather conservative re¬
sistance to radical change—a sentiment also exemplified in the well-known
protest by housewives against the request by the female activists of Seito to
abolish prostitution at the time. Even if more old-fashioned than Onobu, how¬
ever,

on

Ohide is not

to

achieve her

Similar

traditional "Osan" who remains invisible in the shadow of

a

her husband. She is

as

articulate

as

Onobu and

as

conscious of what she is

doing

goal.
of

change were affecting the position of men in respectable
society as well, if in a somewhat less positive and more complicated manner.
The gradual loss of the glamor of a university degree had a levelling effect
among better educated men, including Tsuda, Onobu's husband in Meian. By
the beginning of the Taisho period, not only government positions (which were
already "crowded" in Futabatei's Ukigumo), but also those in the private sector
had largely been filled; it was becoming increasingly difficult for a university
graduate to obtain employment, giving rise to the well-known problem of re¬
maining an "unemployed intellectual" (koto yumiri). Competition was becom¬
ing harder, and educated men pursued their careers with less sense of prestige
and mission. Tsuda's adult life, in this sense, coincides with the emergence of
the average sararlman (salaried worker) whose way of life is motivated more
by an instinct for survival and appetite for personal happiness, than by the ideals
and principles held by the generation that reached adulthood during the Meiji
period, to which Ichiro belonged. In Tsuda, Meian gives one of the earliest por¬
trayals of the petit bourgeois in Taisho Japan.
waves

33 The author's

name

"Yearling."
34 Komashaku,

Majo

as "laringu" in Isoda Kojchi's essay, "Soseki Sanbo no
possible to trace the reference, I have given the most likely name

is transcribed in katakana

uchi to soto," 155. Since it is not

no

ronri, 294.
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As Rene Girard has

famously pointed out, the belief in equality and certain
society encourages yearning for ever more "hap¬
piness" that sets off a series of chain reactions which does not always lead to
happiness.35 The modern spirit of "scientific" comparison alerts the subject to
the existence of other subjects, who inevitably become mediators of new de¬
sires, generating an endless sequence of desires through which one passes in
pursuit of greater happiness. One can perhaps argue that it is not a coincidence
that both Tsuda and Onobu in Meian display a fastidiousness in taste and life¬
style that earlier generations of the same class may not have shared to the same
material conditions in modern

extent.

The Double Structure of the Modern
Needless to say,

however, the cultivation of a "modern way of looking at things"
a resonance beyond the seemingly private sphere of
family, fashion and taste. The modern gaze not only extended to different seg¬
ments of society within Japan, but also reached beyond the borders of Japan,
first of all to other countries in Asia. If one looks more closely at a series of
events in 1914, one can catch an interesting glimpse of the socially and histor¬
ically instituted "space" of the modern—fraught with contradictions—prevail¬
ing in Japan when Kojin had just been published and Kokoro was being serial¬
ized in the Asahi Newspaper, two years before Soseki passed away with Meian
(kindai no manazashi) had

unfinished.

Major events in 1914 (Taisho 3):
March

20-July 31: Tokyo Taisho Exposition held in Ueno
August: Japanese declaration of war against Germany (W. W. I)
October: Western-style annex of Mitsukoshi finished
November: Japanese occupation of Ch'ing-tao
December: Opening of Tokyo Central Station and General Kamio's homecoming

The 1914
was

Tokyo Taisho Exposition, coupled with opening of the Tokyo station,
planned to celebrate the Taisho Emperor's enthronement. Tokyo station

35 Girard argues that the
modem society play a

belief in equality and the greater availability of "models" of desired objects in
decisive role in the proliferation of what he calls "imitative desire," and conse¬
quently of other "modem" emotions such as jealousy and "ressentiment." He states: If the modem
emotions flourish, it is not because "envious natures" and "jealous temperaments" have unfortunately
and mysteriously increased in number, but because internal mediation triumphs in a universe where
the differences between men are gradually erased" {Deceit, Desire, and the Novel, 14).
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was

with

designed to function as
an imperial entrance.

a

station for the Imperial family and

Isoda Koichi, in his Shiso toshite no
cuses on a

zenzu

which
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Tokyo (Tokyo

as an

was

furnished

Ideology, 1978) fo¬

government map that came out in 1914, Jitchi tosoku Tokyo shigai

(A Map of Downtown Tokyo; an on the Spot Survey, January 1914),
was oriented to the west.36 In the Edo period it was common to draw

maps oriented to the west to face the Imperial residence
had long been accustomed to the European method by

in Kyoto, but, people
1914. Particularly in
view of the fact that another government map of the same year, Saishin Tokyo
shi zenzu (The New Map of Tokyo City, March 1914) issued in connection with
the Tokyo Exposition, was oriented to the north like European maps, the use of
the traditional method in the map of downtown Tokyo merits attention, Isoda
points out. Isoda concludes that the choice of this method was made in antici¬
pation of the opening of Tokyo station and must therefore be seen as a deliberate
attempt on the part of the Meiji government to inscribe the Tokyo-station-andImperial-Residence continuum as the center of the new national "world" order.
Isoda argues that the use of two different methods is symbolic of the imperial
ideology which advocated internationalization on one hand, while promoting
parochial nationalism on the other hand.37 This mentality is also reflected, Isoda
continues, in the distinction made in the use of the term, tenno, (The Emperor)
for national use, and the term, Nihonkoku kotei heika (Japanese imperial majes¬
ty) for international use.38 Isoda's remark poignantly throws into relief the dou¬
ble structure inherent in the movement of modernity itself. One recognizes a
similar double structure in the setup for the Tokyo Taisho Exposition itself as
well.

The second

Exposition to be held in Tokyo, the Tokyo Taisho Expo attracted
impressive crowd of 7,463,400.39 It was literally a spectacular event, using a
total of 70,761 light bulbs to illuminate the two main areas of the exhibition,
more than double the number used in the 1907 Tokyo Exposition. A scene from
Soseki's Gubijinso in which the rustic Sayoko and her father become over¬
whelmed by the illumination around the Shinobazu Pond testifies to the effect
it had on ordinary people already in 1907.40 The 1914 Exposition occupied
an

36 Isoda, Shiso toshite no

Tokyo, 86-87.

37 Ibid., 88.

38 The

same

Nihon

distinctions

39 The account of the
40 A

can

be

seen

in other

pairs of terms such

as

kokugo/Nihongo, and kokubungaku/

bungaku.

scene

from

Tokyo Taisho Exposition is based on Takeda's Koshitsu to manazashi, 142-50.
Gubijinso is thought be set at the 1907 Tokyo kangyo haku which was also held in Ueno.
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Ueno

Park, Shinobazu Pond, and two airbases,

one in Aoyama and one in
Exposition apparently attempted to
bring to life the recent Japanese colonial expansion abroad: they were a number
of pavilions for colonies such as Taiwan, Karafuto, Manchuria, Hokkaido, Ko¬
rea. There was also a public demonstration of airplanes that flew over Ueno
Park (these planes were used later in the occupation of Ch'ing-tao).41
In Meian, this movement from polite "democratic" society in Japan to colo¬
nial space outside Japan seems to be represented by Kobayashi's planned jour¬
ney to Korea, which he himself considers miyako ochi (an exile from the cen¬
ter). Kobayashi's existence symbolizes the world outside the newly rising
bourgeoisie and the domestic market, on which Japan is ultimately dependent
for its success as the modern nation. As such, Kobayashi can be seen as a re¬
minder of the contradictory impulses of the modern, and casts a dark shadow
over the promise of freedom and independence in a modern society that Onobu

Shibaura. Some of the attractions of the

strives to realize.

41

The most "talked about" and sensational attraction, however, was a

pavilion called Bijinto ryokokan

(the pavilion for travel to the island of beautiful women), which focused more on "women" than on
electric illusions—the supposed object of exhibition. In addition to the beautiful women of the island,
there

were seven

hundred female

companions who competed for the attention of the male visitors

(Takeda, Koshitsu to manazashi, 147).

6 Meian

(Light and Darkness)

The Effect of Freedom and New Patterns of Social Interaction
In the

preceding study of Kojin, I elaborated on the hierarchical system of com¬
munication which, to a great extent, shapes the interpersonal relationships with¬
in the Nagano family. Ichiro is the only member of the family who is allowed to
whatever he likes regardless of whom he is addressing. This privilege en¬
private feelings in a way that is not possible for his
wife, Nao. Ichiro's dilemma is, however, that his freedom and ability to speak
from "outside" is dependent on his status as patriarch, which presupposes his
being "inside" these conventions to begin with. To his family, the manifesta¬
tions of this split self-consciousness in Ichiro appear "eccentric," even "insane"
at times. "Ichiro is venting his spleen again" (7/B, 95), or "Jiro, are all scholars
as eccentric as that?" (20/R, 195) are typical reactions expressed by the Nagano
family. That these comments are always made behind Ichiro's back further em¬
phasizes his isolation.
Jiro, on the other hand, as the second son, has been thoroughly trained to
master the official, conventional language of the Nagano family, and is conse¬
quently not used to voicing his private thoughts or listening to those of others.
When his brother suddenly starts to confide in him, he is taken totally by sur¬
prise: he loses his ability to articulate not only in relation to his brother, but also
to himself. He proves himself fully incapable of discussing the unspeakable, not
only in "real life" but even in "writing"; hence his taciturnity concerning his
most disturbing, private emotions when narrating. For Nao, in her "inferior" po¬
sition within the Nagano family, the most effective resistance she can maintain
say

ables him to verbalize his

is to remain taciturn.
How does this system

of hierarchical communication affect relationships in
signs that such rigid social hierarchy is relaxing in any way?
What kind of social, cultural and material status does this newly wedded couple,
Onobu and Tsuda, have and how does it influence their ability to communicate?
Most importantly, Tsuda and Onobu, young (thirty and twenty-three respective-
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ly) newly weds, live alone with a maid in an "attractive two story dwelling"
(122, 229)1 with a monthly allowance from Tsuda's parents. Unlike Ichiro and
Nao, they are not a part of an extended family, and despite their financial tie to
Tsuda's parents,2 they are not under the same kind of restrictive social pressure
in their everyday activities. Tsuda does not have to play the role of the eldest
son, nor does Onobu have to be constantly reminded of her position as a daugh¬
ter-in-law. Unlike Nao, Onobu is "wholly her own mistress" at home apart from
her husband (91, 166). This makes it much easier for her to speak "in her own
vocabulary," and gives her more freedom to go out, for example. Tsuda's ab¬
sence from home for the greater part of the story allows her to move even more
freely. She has little contact with her "in-laws" in her daily life and is generally
much more independent than Nao.
This seeming freedom has a "catch," however, in that their carefree life is, af¬
ter all, dependent on the monthly allowances from Tsuda's father and on other
social connections. Already in chapter 7 in the novel, in which Tsuda is dis¬
tressed to learn of his father's decision to suspend their allowance, Tsuda and
Onobu are reminded of the strong social bond that sustains the freedom they
have hitherto taken as a matter of course. In addition to Tsuda's father, they have
other important ties to which they must attend in order to maintain their place in
the social hierarchy. As Tsuda and Onobu struggle to solve their financial prob¬
lems with the help of various connections, Meian gives a microcosmic portrayal
of interpersonal relationships unfolding as much between as within families.
In contrast to Kdjin, where only one family represents a fairly uniform, con¬
ventional culture, therefore, in Meian one has to account for different nuances
of social

practices and norms as expressed by each
of interaction. What is important to note at

family and in particular in¬
the same time, however, is
that despite such diversity of social practices, the interfamilial relationships in
Meian are carried out almost exclusively within the same class. Although the
mode of hierarchical communication does persist both within and between fam¬
ilies, social interaction in Meian takes place mainly horizontally among fami¬
lies of relatively similar status. The relationship between the Tsudas and the
stances

1

Quotations from Meian are taken from Viglielmo's translation unless otherwise stated. The first num¬
ber in parenthesis indicates the chapter number, and the second number, the page number. When the

page number refers to the original
2 Due to their status as young newly

text in Soseki zenshu (abbreviated as Sz)> it is my translation.
weds, they are provided with a house, a maid and an allowance, but
they cannot afford a private bath or a telephone. The Okamotos and Yoshikawas are the only ones with
telephones in Meian. The fact that Tsuda and Onobu have no phone makes the communication be¬
tween Tsuda at the clinic and Onobu at home very difficult, which is an important factor in the plot
development.
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of the core relationships in Meian, for example, is hierarchical
serve as the Tsuda's guardians, but the two

the extent that the Yoshikawas

the same time, of equal standing because they both belong to the
segment of the society. (By contrast, the Naganos and the Okadas in Kdjin
are not.) The same is true of the Okamotos, Onobu's uncle's family; the Fujiis,
Tsuda's uncle's family; and the Horis, Tsuda's sister's family. Despite the dif¬
ferences in their lifestyles and financial situations, all the major characters in
Meian except for Kobayashi, the social outcast, identify themselves as closely
associated with the newly emergent bourgeoisie.
Every member of each family in Meian thus seems to have a strong belief in
his/her potential for becoming as "happy" as anyone else in the same class.
Rene Girard's classical notion that a heightened sense of freedom and equality
gives rise to the phenomenon of "snobbism and rivalry" and a typically modern
"imitative desire" seems relevant here. He argues that "snobbism" needs
"equality" to thrive because "snobbism" necessarily governs people of equal so¬
cial standing. "When individuals are inferior or superior to each other, we find
servility and tyranny, flattery and arrogance, but never snobbism in the proper
sense of the word."3 Equality also implies that the objects of desire, or the mod¬
els of desire are equally accessible to everyone. When the object of desire is so
remote that it admits of no hope or expectation of fulfillment, one dreams rather
couples

are, at

same

than desires. Nao dreams

more

than she desires, whereas Onobu desires more

than she dreams.
The determination to become

"happy" as one's next door neighbor typi¬
cally instigates an imitative desire mediated by a third person, with whom one
"metaphysically" identifies. This "modern" desire has therefore less to do with
the concrete qualities of the object desired than with the metaphysical power of
the mediator, who inspires such a desire. This notion of desire in Girard can be
shown to be relevant to the mediated desires evident in Meian. Although still
confined within the framework of a traditionally structured hierarchy, relatively
horizontal social interaction in Meian gives rise to alternative "models" of de¬
sire which, in turn, influence one's perception of one's own position. Examples
of new models inspiring new desires, eventually jealousy and rivalry are abun¬
dant in

as

Meian.4

3 Girard, Deceit, Desire, and the Novel, 70. Note that Girard's "inferior" and

"superior" in this context
distinguished from my use of the same terms in re¬
ferring to rank or status within the same class. For a discussion of "imitative desire" see his chapter on
"'Triangular' Desire," 1-52.
Onobu's desire inspires new desires in Mrs. Yoshikawa and Ohide, for example.
refer to inherent class distinctions and should be

4
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look at the interaction between Tsudas and the Yoshi-

relationship that impels the story onward. As already noted, a
university degree no longer guarantees the status it promised one generation
earlier. Tsuda works for an ordinary kaisha, most probably a trading company,
core

where he receives favorable treatment from his father's old friend, Yoshikawa,
his "boss." In contrast to Ichiro and his father in

businessmen, with

are

a

keener

sense

Kdjin, Tsuda and Yoshikawa
for the tact of "mercenary" dealings than

the

Naganos. This can be said as well about Onobu and her uncle, Okamoto.
Both Tsuda and Onobu are brought up by their uncles in the Yamanote dis¬

trict5

and have been born into

social

position in which they can take for grant¬
(often imported from the West) which their
parents might not have enjoyed. Newly acquired Western habits have become
integrated within their daily life than they were one generation earlier. Like the
men of the Nagano family, Tsuda smokes cigarettes, is well versed in English,
wears Western clothes when he goes out, changes into the kimono at home, and
occasionally dines out at a Western restaurant. However, he is much more par¬
ticular—"extravagant" in his old fashioned aunt's words— about clothes, food,
and things around him in general than the men of the Nagano family.
Tsuda usually uses lavender colored Western stationery and writes in the
genbun itchi style with a fountain pen. When he writes to his father for help,
however, he takes pains to write on Japanese roll paper (makigarni) in sorobun
(a literary style used mainly for letters) knowing his father's "old-fashioned"
preferences. As he sees his crude brush-strokes on the paper, however, his hope
for impressing his father quickly disappears (15, 47-48, Sz).6 His readiness to
change from genbun itchi to sorobun, is indicative of the ambiguity of his iden¬
tity as well as his pragmatism.
He displays the same flexible, pragmatic instinct in satisfying his gastronom¬
ic needs, which he knows are not shared by less fastidious people. Remember¬
ing the doctor's advice to eat bread before his operation, he goes out and himself
buys a loaf in order to avoid having to eat the gluey local bread7 their housemaid
would most probably buy (19,605, Sz)', he secretly fears being served the gluey
local bread at Fujii's house but does not say so lest he should be criticized for
a

ed certain material conveniences

5 Both the

Fujiis and the Okamotos live in the northwestern part of Tokyo, the Yamanote district, in con¬
Horis, who live in a busier part of the city.
In an old-fashioned sorobun letter, the brush-strokes and the texture of the writing itself count as much

trast to the

6

as the content or what it says.
7 The difference between the loaf of

"gluey local bread" Tsuda is afraid of and the loaf he goes out to
buy himself is probably comparable to the difference between today's ubiquitous Yamazaki-pan in a
supermarket and a loaf of ekuseruburan in a Sanjeruman store.
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his extravagance

(29, 88, Sz\ 31, 96, Sz). He likes to window-shop in downtown
Tokyo and dines out at a chic "French" restaurant, where they serve fruit with
"finger bowls."8 He has an urban, "sophisticated," culinary taste, for which, as
he is aware, he tends to be criticized as being extravagant.
As for Onobu, like the women in Kdjin she always wears kimono and seems
to have less access to things Western than Tsuda. Unlike her husband, she writes
letters on Japanese letter paper, using an elaborate woman's inkstone case with
an inlaid plum blossom pattern in aogai (mother-of-pearl) (38, 119, Sz). But
again, she has more freedom to be extravagant than Nao. She spreads out her
beautiful new kimono (most likely purchased at Mitsukoshi) and looks forward
to wearing it at a Kabuki theater. Like Tsuda, she reacts against the way Kobayashi is dressed. Kobayashi symbolizes the antithesis of everything modern and
stylish; the way he talks, is dressed, and behaves defamiliarizes the upper mid¬
dle class lifestyle Onobu and Tsuda aspire to. Compared to Nao, Onobu is also
much more conscious of her role as the housewife in charge not only of the
practical management of the household, but also of creating a "happy family"
by becoming both wife and lover for her husband.
As for the Yoshikawas, their significance in the story derives largely from
Mr. Yoshikawa's unmistakably superior social position, symbolized by his inac¬
cessibility and unapproachableness. If I borrow Pierre Bourdieu's words, "by
means of the stylistic variations in ways of talking
or of bodily deportment in
relation to the degree of objective tension of the market," Tsuda takes pains to
exact "recognition of the hierarchical differences" between himself and his
boss, Yoshikawa.9 Tsuda tries as many as four times to meet him at work to in¬
form him of his illness; but he fails, finding Yoshikawa on every occasion either
out of the office or engaged with an important guest. When Tsuda accidentally
passes Yoshikawa on the stairway, Tsuda misses an opportune chance to men¬
tion his wish to speak to him in a moment of discreet hesitation, only managing
to make a polite bow to him. Some time later, Tsuda "softly knocks on the door"
of Yoshikawa's office and "peers in diffidently with his head only half in the
doorway (9, 28, Sz)', but realizing that Yoshikawa has a guest, he retires,
"noiselessly" shutting the door behind him (9,29, Sz', emphases added). Still lat¬
er that afternoon, Tsuda stops by at his office twice only to find it empty. On the
way home, he hesitatingly decides to go to Yoshikawa's home, where he feels
...

8

Seiyoken, the European style restaurant with which the
ordinary for his taste.
Bourdieu, Language and Symbolic Power, 88.

have been too
9

men

in Kdjin

were

familiar, would probably
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intimidated

by "the imposing door of the front entrance" (emphasis added), the
lamp-shade," the "houseboy" (shosei) who answers the bell, and the
expensive "granite" stepping-stone (10, 31, Sz; emphasis added). But as might
be expected, Yoshikawa is not home and Tsuda is received by his wife instead.
Mrs. Yoshikawa forwards his message to her husband that evening, and Tsu¬
da is finally able to see him the following morning. Tsuda is summoned to his
office, where he again dutifully pays deference to Yoshikawa's "superiority."
Observing Yoshikawa reaching for his cigar, Tsuda eagerly lights one of the
matches on the ashtray and carefully brings it up to Yoshikawa's face. This
seemingly insignificant gesture is symbolic of Tsuda's whole physical posture
in the social world, and also indicative of his general disposition towards the
world and other people. Mizumura Minae sees Tsuda's servility as a sign point¬
ing to his unlovable character.10 Put in other terms, one may say that it points
toward his petit bourgeois mentality, which the narrator treats with a sense of
irony. Hearing Yoshikawa's admonition to take better care of himself out of con¬
sideration for his father, Yoshikawa's old friend, Tsuda quickly leaves his office.
Yoshikawa is the epitome of the busy, successful social superior whom one
must take every precaution not to "offend." Tsuda does everything in his power
to stay on good terms with Yoshikawa, because he knows that Yoshikawa's favor
guarantees his position in his kaisha that is necessary to sustain the carefree life¬
style he has grown accustomed to leading.
Likewise Mrs. Yoshikawa symbolizes the ideal lifestyle that Tsuda strives for
at all costs; but because of her dynamic personality and her greater accessibility,
she plays an even bigger part in mediating Tsuda's metaphysical desire than
does her husband. Most importantly, the relationship between Mrs. Yoshikawa
and Tsuda is not solely characterized by the "inferior-superior" paradigm. Tsuda
and Mrs. Yoshikawa also socialize on another level, namely as man and wom¬
an.11 The tall and handsome Tsuda has become accustomed to enjoying Mrs.
Yoshikawa's special attention, and gladly plays the role of her favorite "inferior."
Unlike Mr. Yoshikawa, Mrs. Yoshikawa willingly gives young Tsuda privi¬
leges beyond those suited to his status by, for example, inviting him in to have
a friendly chat with her at home. The images of the interior of the "Westernstyle parlour" where they meet—the images of "the coldly gleaming texture of
the cloisonne vase, the colours of the brilliant pattern flowing on its smooth sur¬
face, the round, silver-plated tray which had been brought to the table, the cube
"cast iron

10 Mizumura, "Zoku Meian kara Meian e," 87.
11

Tsuda and Mrs. Yoshikawa

can

enjoy their friendship without either fear

or

threat of seduction.
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curtains of bluish-black
album with three of its
corners set in gold leaf' (13, 20)—make such a strong impression upon him that
he remains more or less spellbound by the seductive glamour of this room. Mrs.
Yoshikawa's "Western-style parlour," most likely reminiscent of a showcase
window in Mitsukoshi, was a product of the movement for the cultivation of
"modern" taste which I have already discussed. Throughout the story, it serves
as a symbolic model which inspires an imitative desire in Tsuda.
Aspects of Mrs. Yoshikawa's dynamic personality that Tsuda fails to see,
however, are her "pride" and the potential "meanness"12 that stems from her po¬
sition as a frustrated "Osan." Evidently, Mr. Yoshikawa is rarely available, not
only to his "inferiors," but to his wife as well; this is the inevitable price Mrs.
Yoshikawa pays for her husband's important position. Although materially well
provided for, she is compelled to find an outlet for her time, money, power and
energy, and indulges herself in social mediations, taking care of her husband's
younger "inferiors" whom she can easily patronize. She plans to bring not only
Tsuda, her favorite "inferior," but also his newly wedded wife, Onobu, under her
influence. She therefore wants to have Onobu look up to her as a model, and
does not tolerate seeing Onobu aspire to that which is denied to herself.
Sensing Onobu's "unbecoming" ambition, she takes an instant dislike to her,
which does not go unnoticed by Onobu. As Girard points out, it is "no unfortu¬
nate coincidence that the desiring subject chooses to be indignant at the evil by
sugar and cream containers of the same color, the heavy
fabric with a brown arabesque design, the ornamental

which he himself is
exclusive love

a

consumed."13 Mrs. Yoshikawa

reflection of her

allowed to pursue.

own

sees

in Onobu's demand for

unfulfilled, secret desire, which she is not

Her indignation prompts her to become

diator, whose mission is to make

a

a

self-appointed me¬

satisfied "Osan" out of Onobu. Having been

go-between for their marriage, she is also in a position to feel responsible for
"educating" the young bride.
Thus, Mrs. Yoshikawa represents the greatest challenge to Onobu outside her
home. As the wife of Tsuda's "superior" and an official go-between for the cou¬
ple, she is determined to take every advantage that her position gives her over
Onobu. Since Onobu's "inferior" position does not allow her to confront Mrs.
Yoshikawa directly,14 she tries to work on her through Tsuda, who, as a man,
possesses an advantage over Mrs. Yoshikawa. Tsuda has at least a theoretical
a

12 "Snobbism is

an inextricable mixture of pride and meanness, and it is this
metaphysical desire" (Girard, Deceit, Desire and the Novel, 67).

13 Ibid., 73.
14 Onobu is

superficially

very

polite to Mrs. Yoshikawa.

very

mixture which defines
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possibility of communicating his own views because of his status as the head of
the family (although still within the framework of the "superior-inferior" para¬
digm). Onobu, therefore, attempts to win Tsuda's alliance against Mrs. Yoshikawa and make him "talk back"

on

her behalf.

Spellbound by Mrs. Yoshikawa's flamboyant personality and her glamorous
surroundings, however, Tsuda has difficulty giving up his close friendship
with her. The memory of the pleasure of her special treatment haunts Tsuda's
relationship with Onobu for the rest of the story. The great obstacle to the suc¬
social

cess

of Onobu's endeavor is

kawa

as

it is Mrs. Yoshikawa

as

much Tsuda's unsevered ties with Mrs. Yoshi-

hostility.

Tsuda's Lack of Commitment

versus

Onobu's Commitment

In Meian,

given such diverse social practices and attitudes, there emerges a new
arranged marriage that offers a higher degree of freedom of
choice, or at least the semblance of it, than in Kdjin. Ichiro and Nao accept each
other more or less as given and do not even reflect on the circumstances which
have brought about their marriage. In contrast, Tsuda and Onobu both believe
that they have made a choice, but this belief affects them differently. For Tsuda,
it is, ironically, this semblance of choice that creates in him uncertainty about
his marriage. The mere fact that he could have married someone else seems to
variant of the

undermine his commitment. For Onobu, on the other hand, it is this sense of
choice that

gives her conviction. In contrast to Ichiro's desperation and Nao's
resignation, therefore, one encounters Tsuda's ambivalence and Onobu's com¬
mitment as the point of departure for the story, made clear at the very beginning
of the novel.
The story opens with the well-known scene at a clinic where Tsuda
from the doctor that his fistula has reached his intestines, farther than he

hears
origi¬
nally thought. The doctor reassures him, however, that he will be cured if he has
an operation, because his fistula is not "tubercular." Tsuda "knit[s] his brows"
at the mention of "tubercular" (1,2). His intense fear of physical discomfort and
illness is again symbolic of his generally materialistic "bodily posture" in the
social world. On the way home in the streetcar, he begins to ruminate on the un¬
predictability of life both materially and spiritually, clearly seeing a parallel be¬
tween his illness and his marriage. As he could do little to prevent the acute pain
he suffered the previous year, signaling his stomach disorder, so could he do lit¬
tle to stop Kiyoko, his former fiancee, from marrying another man.
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[He] could imagine some dark, mysterious force pushing him to the left when he had to go
right, and pulling him back when he had to advance. And yet he had never before felt that
he had been restrained in his actions by anyone. He did not doubt that everything he had said
and done had been of his

own

free will.

"Why did [Kiyoko] marry him? Undoubtedly because she wanted to. But still she certain¬
ly shouldn't have. And why did I marry the woman I did? Again undoubtedly because I
wanted to. And yet earlier I hadn't wanted to. Is this all a coincidence?
I don't quite
know." (2, 3-4)
...

Tsuda is

consistently portrayed as treasuring above all else certain material
practical benefits of conventionally arranged marriage and the social pres¬
tige associated with it. As already noted, Mrs. Yoshikawa, as the mediator of
Tsuda's desire, represents that aspect of respectable society that is most attrac¬
tive in his eyes. Both Kiyoko and Onobu were introduced to Tsuda by the
Yoshikawas, and Tsuda married Onobu through their arrangement. Onobu's un¬
cle, a well-to-do businessman, is a good friend of the Yoshikawas, and by mar¬
rying Onobu, Tsuda in a way buys himself a ticket into the respectable and com¬
fortable life of polite society. As Tsuda's socialist friend Kobayashi sarcastically
points out, Tsuda is a "lucky man," because "if [he] just take[s] good care of ONobu, [he] can't go wrong" (118, 220).
Thus, the opening scene draws attention to Tsuda's very uncertain self-consciousness. He does not have any self-definition of his own, and his behavior is
more motivated by convenience and comfort than an impetus to become "some¬
one." And even though he often unwittingly sides with Mrs. Yoshikawa, it does
not necessarily make him a committed conventionalist as one might expect. Un¬
like Mrs. Yoshikawa or his sister, Ohide, he is interested mainly in what the con¬
ventional social allegiance yields, and not so much in the allegiance itself. He
has little sense of loyalty, and has no scruples about shifting sides if it at any
given moment suits him. His behavior does not display any recognizable teleological pattern that is often seen in a conscious social climber.
Onobu, in contrast, has a completely different outlook on life. She never
questions that she has married Tsuda of her own will, and her loyalty is never
in doubt. She has always been the "mistress of her own affairs," "thoroughly re¬
sponsible for her actions" (65, 116). Moreover, she has married with a purpose:
to win her husband's exclusive love, which she considers the absolute prerequi¬
site for her own happiness. Her behavior is teleological and more consciously
motivated by her wish to become "someone," a modern woman after her fancy.
This gap between Tsuda's and Onobu's perceptions of their relationship pro¬
vides the impetus to propel the story forward. Onobu is, however, unaware that
even though she thinks she has married by choice, her marriage is essentially a
and
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conventional arrangement.

She has fallen back, after all, upon the social stand¬
ing that is hers because of her association with the powerful Okamotos, which
Tsuda has certainly not underestimated.

Onobu and Her Giko

(Artifice)

Onobu is determined to make her wishes known and to have them

prevail by
cleverly manipulating both the official and the intimate language. She is willing
to "imitate [the King's] tone, his inflections, his phrasing" if necessary, while at
the same time, "talk[ing] back" to him in her own vocabulary, whenever circum¬
stances allow it.15 Giko (artifice) is a necessary "evil" she readily admits to us¬
ing. Her active engagement in giko disrupts the monotonous rhythm of every¬
day life, giving it an exciting outlook. It becomes a polyphony of varying doses
and shades of "red" and "white" rhetoric, which both attracts and antagonizes
Tsuda. Like many other male protagonists in Soseki's novels, Tsuda is afraid of
the potential female dominance suggested by such displays of seductive power.
Tsuda comes home from the clinic, and Onobu greets him at the gate of their
house, pretending to have been looking at a sparrow (a well-known scene often
used to illustrate Onobu's use of giko). Exclaiming that it is such a pleasant sur¬
prise to have him back so early, she brings "together all the brilliance her eyes
possessed and cast the full force of it on him" (3, 4). She puts her hand in front
of him to reach for his cane, opens the door, lets him in first, and helps him
change his clothes. She loses no time in bringing him a soap-dish wrapped in a
towel to suggest a bath to him. She forcefully performs all the household duties
a husband is supposed to want from a "considerate" (kigakiku) wife, with a bril¬
liance in her eyes which sometimes "captivates" and at other times "repels"
Tsuda. As he becomes accustomed to Onobu's giko, however, he often finds
himself in a situation in which he elatedly expects her lively forcefulness and
her initiative, in spite of himself.16 Slowly but steadily, she succeeds in negoti¬
ating her position with him, to her own advantage.
As Tsuda informs Onobu of his forthcoming operation, which the doctor has
urged him to have as soon as possible, she secretly worries about having to turn
down the Okamotos' invitation to the Kabuki theater the following Sunday. This
episode allows us to see how she gets her way with Tsuda without seeming to
15 Gilbert and Gubar, The Madwoman in the Attic, 46.
16

Chapters 18 and 38, for example.

Arranged Marriages, Old and New
assert herself. On

Sunday morning, he gets

up to

105

find her dressed

up

in

an ex¬

travagant kimono. In reply to his confusion, she defends herself by saying that
"after all

today is the day you're going to the doctor," and that it is also Sunday
(39, 66). Tsuda drops the matter, even though he thinks it is embarrassing to
have to go to the doctor with her "so gaudily decked out" (39, 66). While he is
being operated on, Onobu makes a phone call to the Okamotos and tells her hus¬
band afterwards that they still want her to come to the theater if possible. Tsuda
then becomes suspicious of her real intention in "dressing-up" and cross-exam¬
ines her, putting her on the defensive.
"Are you or aren't you going?" ...
"It's entirely up to you. If you say I should go,
"You're very obedient, aren't you?"
"I'm
said it
to

I shall, but if you

say

I shouldn't, I won't."

always obedient.
As for the Okamotos, they said that if, when I asked you, you
all right, they'd take me to the theatre. That is, of course, if your illness proved
...

was

be not too serious."
"But you were

the

one

who telephoned them, weren't you?"

"Yes, that's right. I'd promised I would. Of course I'd already declined once, but they said
that since, depending on your condition, I might be able to go, I was to let them know again

by phone by

today."
the point, how do you feel about it? Do you or don't you want to go?"
"Well of course I want to go," she said after studying his facial expression.
"So you've finally confessed, have you? All right then, go ahead." (44, 76)
"Well, to

noon

...

come to

Tsuda

eventually gives in, and Onobu heads for the theater, leaving him alone
a pattern typical of her negotiations with him. She knows
exactly when to advance her point of view and when to withdraw it; she persists
until she finally finds a compromise satisfactory to both parties, seeing to it that
Tsuda does not lose face by conceding to her.
at

the clinic. This is

Arranged Marriages, Old and New
Before

proceeding further, I would like to return to Tsuda's courtesy call to his
Fujiis, before his hospitalization. The Fujiis are his guard¬
ians in Tokyo, since his father's job required him to move from place to place.
Fujii is apparently a free-lance writer of some sort, not so much by choice as by
necessity, since his obstinate unworldliness has prevented him from taking any
work that would yield him a regular monthly salary. Constantly in need of mon¬
ey, he is painfully aware of his powerlessness in the real world and is distrustful
of wealth and power in general, lest the "special province" of the pen to which
he owed his living be endangered (24, 38).
uncle and aunt, the
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the periphery of the respectable society in
occupies a central position, while Fujii's disciple, Kobayashi,
a destitute journalist with socialist tendencies, functions as a spokesman for the
lower class. Precisely because of the Okamotos' wealth and power, the Fujiis
are skeptical about them, a skepticism made manifest in the rivalry between
their sons, Makoto and Hajime, who are classmates.
Running into Tsuda on the way home from school, the Fujii's son Makoto
asks Tsuda to buy him a pair of leather shoes. He complains about the unusual
color of his shoes, for which he is ridiculed at school. Although they were orig¬
inally red, upon realizing that the school's regulations required black shoes, his
father dyed them black, but, apparently, with only partial success. Despite his
sympathy, Tsuda buys him a cheap air-pistol instead, explaining that the shoes
are too expensive. Makoto grumbles further about Okamoto's son, Hajime, who
is "sneaky" enough to have acquired as many as three pairs of fine leather shoes
(23, 71, Sz). Tsuda also hears that Fujii has discouraged Makoto from visiting
Hajime because after such visits he pleads with his father for expensive things
like a watch and a fountain pen. Makoto adds that he actually wants to go to
Hajime and to borrow the swing in his garden.
Tsuda thinks of the irony of his marriage with Onobu that has made Makoto
and Hajime relatives. He also wonders whether it might not even have strength¬
ened Fujii's antipathy to the Okamotos. Tsuda, by marrying Onobu, has delib¬
erately dissociated himself from the marginality of the Fujiis and is perceived
by the Fujiis as an "opportunist" who has married beyond his means, if not as a
sense, represents

which Okamoto

traitor.17
In connection with the

marriage being arranged for the Fujii's housemaid,

Okin, who is also Kobayashi's sister, Tsuda, and his aunt and uncle air their dif¬
ferent views

arranged marriages. In reaction to Tsuda's skepticism about a
marriage between two strangers who have never even spoken to each other (as
is the case with Okin and her bridegroom), his aunt replies that it is only the
prosperous who can afford to be more selective. She considers courtship and en¬
gagement an extravagance and adds that if one is committed enough to the idea
of marriage, it should never matter whom one marries. She calls attention to his
"flamboyance" and criticizes his attitude toward marriage as lacking in serious¬
ness (27, 82, Sz).

17 His aunt

passed

on

seems

over

to insinuate that Tsuda could

since he did not think they

were

just as well have married one of her daughters, whom he
good matches for himself.
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As he observes his aunt's

plain manners, devoid of any social gaiety or flat¬
tery, Tsuda thinks of the lively Mrs. Yoshikawa and her dazzling "Western-style
parlour." While talking, his aunt continues to iron a piece of red silk cloth with
hinoshi, a Japanese light-weight iron warmed in the hibachi, as if defiantly to
display her carefully nurtured "femininity" in performing his symbolic act of a
dutiful wife's daily chores. Tsuda watches the thin wrinkled piece of cloth be¬
coming pleasingly smooth.
His uncle presently joins the argument by expounding on his own old-fash¬
ioned notion of "seriousness," which, he acknowledges, is not likely to appeal
to a young man like Tsuda:
"We've

looked at someone's

daughter as merely a girl independent of her par¬
girl, from the beginning we consider that she's attached to
her parents, or, so to speak, her 'owners.' That's why, no matter how much we may want to
fall in love, there's this restriction making it impossible. If you ask why, I'll show you: to
become infatuated with a girl, or for two people to fall in love, means in effect that the man
must possess, or 'own,' the girl completely. But to put forth one's hand to take someone
who's already 'owned' is to act like a thief, isn't it? That's why men in the old days who had
this strict sense of family never fell in love." (31, 51-52)
never once

ents. No matter

One should

where

we see a

point out here that Fujii's reservations about "someone's daughter"
"respectable" women only. Professional women were the only ones
with whom a man could really fall in love without having to claim ownership
or incur
responsibility. Implicit in this attitude is a viewpoint that again endorses
a separation of female roles—that a man's involvement with a professional
woman, who is always available, is as legitimate as his non-involvement with a
woman of his own class who belongs to her parents. In other words, a man can
indulge himself in romance with "Koharu," but, marriage is too serious a matter
to allow intervention of such frivolous feelings as love.
Clearly, Tsuda and Onobu subscribe to a slightly more "modern" variant of
the arranged marriage. They both think, although for different reasons, that
whom one marries is important. They both seem to think, although to a different
degree, that romantic feelings do play an important role in marriage. This view
allows more room for individual choice (within respectable society, that is) by
giving the parties involved more time for courtship and engagement. If it fails,
one can try another miai, just as Tsuda did. Female assertiveness is also more
tolerated as long as it is kept within the limits of the assigned female roles (as
is noted by Tsuda, Mrs. Yoshikawa is much more assertive than his aunt). More¬
over, in addition to being slightly "modern," this attitude to marriage presup¬
posed a certain wealth and power on the part of the families of those involved,

involve
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since, as Tsuda's aunt points out, arranging miai parties is both costly and timeconsuming. The miai dinner party for Okamoto's daughter with the Yoshikawas
as go-betweens is a good example that demonstrates the amount of effort and
money such an event involved.
Despite the differences between the two variants of arranged marriage noted
above, one should note that both these views continued to approve, however tac¬
itly, of the separation of female roles represented by "Osan" and "Koharu." As
self-assertive and demanding as Mrs. Yoshikawa might otherwise appear to be,
she seems to accept the split female roles as a necessary evil. Likewise, there¬
fore, the emphasis on more freedom to choose in the newer version of arranged
marriage, miai, did not necessarily require or ensure the husband's full commit¬
ment to his wife as the only woman, which is illustrated by Tsuda's attitude to¬
ward Onobu.

Another

Arranged Marriage

Arriving at the theater straight from Tsuda's clinic, Onobu promptly joins her
female cousins, Tsugiko and Yuriko, accompanied by their mother. Here Onobu
learns that she, together with the Yoshikawas, is to participate in the miai dinner
for Tsugiko, which is to take place at the theater restaurant. Tsugiko is twenty,
three years Onobu's junior, and is now considered to be at the suitable age for
marriage (tekireiki). With the status she has as an Okamoto, an appearance and
facial features finer than Onobu's, and her freshness and virginal innocence,
Tsugiko is an ideal bride, a potential Snow White, for any aspiring man of her
status. Like Snow White, she is trusting, self-effacing and inarticulate, quite the
opposite of Onobu.
When her uncle arrives at the theater restaurant, Onobu and the other guests,

who include the Yoshikawas and

Miyoshi, Tsugiko's prospective husband, sit
Miyoshi chat about their expe¬
riences abroad including their having seen the procession for the coronation of
Edward VII.18 Because this is a formal miai, they dine in Western style, attended
by a waiter dressed in white, and properly finish the meal with coffee and cigars.
Onobu has long been aware of Mrs. Yoshikawa's hostility toward her19 and
feels that she should try to make up for it on this occasion by showing "as much
down to dinner. Okamoto, the Yoshikawas, and

18

a handful of successful Japanese businessmen who had just started to make their pres¬
places like London and Paris.
she joins her cousins, she notices Mrs. Yoshikawa watching her through binoculars at a dis-

They represent
ence

19 As

known in

soon as

Another

charm and

politeness
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possible" to this lady, who, after all, is "an important
always received exceptional favors"
(51, 89). As it turns out, however, Mrs. Yoshikawa purposefully denies her the
opportunity by avoiding her throughout the dinner. She hardly gives Onobu a
chance to insert a word, while skillfully manipulating the conversation in an at¬
tempt to promote both Miyoshi and Tsugiko. Moreover, she does it so naturally
and charmingly that even Onobu wonders briefly whether her neglect is in fact
as

man's wife, from whom her husband has

intentional.
Mrs. Yoshikawa excels in the art of

highly censored, conventional

conversa¬
the "wife of a very influential
man." Thus there is little need for her to imitate the King's inflections, because
tion. Her self-definition is at

one

with her status

as

her voice

largely coincides with his. However, as Onobu perceptively notices,
distinctly "destructive force" in her inflections, which can be viewed
as an echo of her repressed voice (53,92). Her hidden, destructive desire is cam¬
ouflaged by the "kingly" admonition she expresses, and her superior social po¬
sition automatically legitimizes it.20
Just as everyone is about to rise from their seats, Mrs. Yoshikawa asks Onobu
about her husband's health, adding the excuse that she has meant to ask her all
along (which Onobu secretly considers a lie).
there is

a

"He's

doing very well, thank you."
"Has he had the operation already?"
"Yes, today."

"Today? And

even so you were

"It isn't such

a

"But I suppose

able to
serious illness."
he is in bed, isn't he?"

come

here?"

very

"Yes, he's in bed."
Mrs. Yoshikawa then showed
not more concerned about

by her manner that
her husband. (55, 97)

she wished to ask O-Nobu why she

was

Implicit in her comments, accentuated by her manner, is her disapproval of
Onobu's presence at the theater while her husband is still in bed. This is not a
wifely thing to do, and it only strengthens her conviction that Onobu's attitude
needs to be corrected.

tance. This can be seen as a

sign that Mrs. Yoshikawa is determined to keep an eye on her behavior.
only because Mrs. Yoshikawa is their "superior."
It is indeed difficult to see how much of her self-imposed mission to reeducate Onobu derives from a
"good" intention and how much from rivalry. As Gilbert and Gubar in The Madwoman in the Attic
point out, 38: "Female bonding is extraordinarily difficult in patriarchy: women almost inevitably turn
against women because the voice of the looking glass sets them against each other."

The cousins endure this rude conduct

20
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Upon coming home to an empty house, Onobu is overwhelmed by forlornand fatigue after the day's experience. She "mechanically stir[s] up the ash¬
es, and add[s] new charcoal to the dying embers" in the hibachi to boil some wa¬
ter, as if the sound of a whistling iron kettle were "absolutely indispensable for
her home" (57,101). In the hope of distracting herself from loneliness, she starts
to write to her parents. As expected of a newly wedded daughter, she wants to
report on her "happy" marriage, but finds herself incapable of it.
ness

Onobu before and after

Marriage

Onobu goes to

the Okamotos the next day as she has promised, and her visit has
important implications for the story. The casual and friendly conversation
she has with her uncle reminds her of the carefree existence she enjoyed as an
unmarried girl in his home. Since her own parents did not live in Tokyo, Onobu
spent most of her childhood with his family. Okamoto, a successful, worldly
man in whose appearance and personality one can detect both positive and neg¬
ative manifestations of Meiji "modernity," has an important function in the sto¬
ry, for Onobu's view of men has been shaped under his influence.21 He is obese
and diabetic. At his doctor's orders, he eats tofu and light meals at home, but
actually yearns for heavier, greasier, Western food, and devours a "chicken leg"
at the theater restaurant. In fact, his "modern" obesity contrasts sharply with the
thinness of Kdjin's Ichiro "who loathed his own leanness as if it had been some
sort of punishment, and yet could not gain an ounce" (8/B, 97).
some

Okamoto is also endowed with "the kind of social adroitness that successful
often have"

(75, 134). He is a "natural" socializer and a captivating story¬
regularly pays visits to Fujii even though Fujii doesn't return the calls,
partly because he, as a social "superior," does not want to be perceived as
haughty. He mischievously uses edokko (downtown Tokyo) slang, which his
wife abhors, just to be facetious in the presence of both his wife and Onobu. No
doubt he is a patriarchal head and a "superior," but unlike Ichiro, or Tsuda, he
men

teller. He

knows how to condescend and how to

his "inferiors" smooth and

use

humor to make communication with

agreeable. Indeed,

a sense

tool with which to disassemble the hierarchical
21 In this sense, Okamoto functions as an

an

effective

important model, a mediator of Onobu's desire in Girard's
shaping her image of the ideal husband.
He gives English books titled The Book of Jokes, English Wit and Humour to Onobu to lend to Tsuda
at the clinic, adding that even "serious" Tsuda would probably like them and that these books are for

terms,
22

of humor is

barrier.22 His wit, considerate-
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and magnanimity are qualities Onobu had learned to appreciate and expect
a man, and she finds them wanting in Tsuda. Combined with the luxury of

getting up late which she has enjoyed in Tsuda's absence at home that morning,
the reunion with her uncle makes her realize how much easier her life used to
be before

marriage.

After

marrying Tsuda, however, she had swiftly changed. The witty remarks she had re¬
strained out of discretion did not reappear at all even after two or three months had passed.
She had finally become a different person from the one she had been when she lived with

the Okamotos, and had to face her husband as such. She was not satisfied with this

change
help feeling she was deceiving Tsuda. When she oc¬
casionally saw her uncle, who had always remained the same, there was a certain something
in him which would make her recall her former freedom. (61, 108)
herself. At the

same

time she could not

Onobu has gone

further than she would have liked in attempting to "imitate the
King's inflections," in accommodating her speech to suit his taste. She becomes
painfully aware of this difference and of the price she has had to pay for being
too absorbed with Tsuda's "kingly" voice of judgement. She understands, at the
same time, that the nature of Tsuda's "kingly" voice has turned out to be differ¬
ent from what she imagined it to be before marriage. Accustomed to her uncle's
candor and generosity, she finds Tsuda's fussiness difficult to deal with.
Tsuda's pedantic concern for maintaining appearance overrides all other
considerations even in his dealings with his wife.23 His vain "kingly" pride and
the consequent lack of openness that characterizes his whole existence make it
difficult for Onobu to speak up. There are numerous examples in the novel
where Tsuda's preoccupation with appearance interferes with his relationship
with Onobu. He withholds information from Onobu about his economic situa¬
tion and his father's letter because he fears she

might think less of his father; his
pride as a husband prevents him from thanking her when she offers to pawn her
best kimono; he turns down her offer to stay at his bedside during the operation
because he does not want her to see him helpless; he does not ask her to visit
him at the clinic because of his pride.24 Onobu is forced constantly to take into

"yin-yang" harmony (76). This could be a gesture on Okamoto's part to hint at what he considers miss¬
ing in Tsuda's relationship with Onobu.
23 The narrator describes Tsuda's ethics
be dreadful. This

all there

was at

as

follows: "If ever he should lose face in front of others, it would

the root of all his ethical views" (181,

359). Onobu has

a

strong

well, particularly in facing people from outside the family. She has a willingness and
courage to overcome this pride when she deems it necessary with Tsuda.
When she asks Tsuda if he wants her to come to the clinic that morning, he in turns asks why she has
asked that question. In such a situation, he would not "beg" her to come. But he was likely to "be of¬
fended" if she did not. And yet, this did not mean he would "be happy" if she came. He was quite ca-

sense

24

of pride as

was
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account Tsuda's

pride, for which she feels she has been sacrificing more than
the clinic that morning despite her realiza¬
tion that Tsuda actually expects her to, can be seen as her way of punishing him
for his pride.
While Onobu, thus, contemplates her own already troubled marriage, her un¬
cle tells her why they invited her to the miai dinner the day before. They wanted
to entrust her with a secret errand to evaluate Tsugiko's prospective husband,
Miyoshi—a noticeably the first errand in Meian entrusted to a woman. For
Onobu, who cannot remember "ever having wanted to set aside her own ideas
and defer to someone else's opinion" (65, 116), the idea of mediation in such a
matter seems quite irrelevant. Her uncle, however, explains that since they are
so convinced of her discernment, which is confirmed by her happy marriage
with Tsuda, that they would like her advice on this, and they are compelled to
seek some help because Tsugiko does not seem to have an opinion of her own.
This brings out the painful contrast between her uncle's trust in Onobu's
judgement and her own sense of failure, but she finds herself incapable of con¬
fiding in her uncle. The pressure becomes in the end too much for her to bear,
and she bursts into tears. Here, it is her self-definition as a happily married
protege of the Okamotos that prevents her from speaking out. Without knowing
exactly why she is crying, her uncle tries to comfort her by writing her a check.
Like Misawa, Jiro, and his father in Kdjin, he believes in the efficacy of money
in comforting an unhappy woman. Ichiro is the only man in these novels who
questions this practice of giving money to a woman, a practice which in effect
entangles her all the more deeply in the social system.
Tsugiko returns home from the regular lessons (okeiko) that are part of the
marriage preparations (hanayome shugyd) for a prospective bride. She takes
lessons in playing the piano, tea ceremony, flower arrangement, water colors,
and English. With a sense of irony, Onobu sees in these lessons Tsugiko's naive
projection of her dream of marital bliss, and this occasions a slight touch ofjeal¬
ousy as well as sympathy. Onobu follows Tsugiko into her bedroom, and they
soon become engaged in a friendly conversation about how they used to spend
time together. Onobu finds "the wood-carved doll," "the pin-cushion in a basket
with an embroidered rose design," and the porcelain flower vase (70, 125), as
they were in the past. These familiar objects remind her of the gap between her¬
self and Tsugiko that has become more visible since she left—composed not
she should. Her decision not to go to

pable of "forc[ing] her to show him this kindness and then look[ing] at her smugly"
that she had only done her duty (58, 103).

as

if to indicate

Onobu before and after
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only of their differences in temperament and appearance but also in their marital
and economical status, and in their position within the Okamoto family.
Tsugiko and Onobu have virtually been brought up together, and their inti¬
macy resembles that of sisters. However, Onobu has always been conscious of
the difference in her relationship to Tsugiko's parents, since she is ultimately an
"outsider." One might say that Onobu's definition of herself has been formed
largely in terms of her contrasts to Tsugiko, the real daughter of the family.25
Even though Onobu's occasional suspicion that her uncle and aunt treated them
as niece and daughter, and thus differently, has been "always extinguished by
her uncle's open and considerate attitude and by her aunt's impartial kindness"
(67,120-1), the awareness of being an "outsider" has caused her to lose her "in¬
nocence" much earlier than Tsugiko. To a greater degree than Tsugiko, she has
had to learn the art of communicating her wishes without being offensively as¬
sertive toward her "superiors," namely her uncle and aunt. Also, in adolescence,
her awareness of being less beautiful than her cousin motivated her to be more
skillful at communication.
When

pressed by Tsugiko, who trustingly implores her for her opinion of
Miyoshi, Onobu answers as follows:
"The

I'm

happy is simply this: it's just that I was able to choose my husband my¬
the advice of others. Do you understand?"
Tsugiko looked rather forlorn.
"Then a person like me doesn't have any hope at all of being happy, does she?"
O-Nobu had to say something.
Finally words began to pour forth from her involuntari¬
ly in an excited and urgent tone: "Oh, but you do, you do! By just loving someone and mak¬
ing him love you. If only you do that, you have untold possibilities of being happy." (72,130)
reason

self. It's because I didn't marry on

...

Onobu continues to

speak passionately in favor of woman's happiness, saying
happy now, she can become so in the future only through
her own decision" (72, 130), as if to convince herself of the magical efficacy of
willpower. Clearly this statement demonstrates a characteristic typical of Girard's metaphysical desire. The existence of the ostensible object of her desire,
that "even if she isn't

Tsuda, matters less to her than her desire to become "someone,"
who

a

modern

wom¬

be both wife and lover to her husband, whom she

metaphysically
identifies with: it is the modern ideology of love that generates her desire for
Tsuda, rather than any concrete quality in Tsuda.
an

can

25 She is reminded of this

again, as her aunt unwittingly hints at their differences: "Before Onobu could
her words, which could be interpreted as meaning that their temperaments differed, or that their
differed, or even that their circumstances differed, she was taken aback" (67, 121).

pursue
status
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The visit to the Okamotos thus sets Onobu's present

worries against her past
expectations, and her discontent in her marriage against the Okamotos' naive
trust in Onobu's happiness. This contrast awakens in her an ever stronger deter¬
mination to become "happy" by changing Tsuda into a truly loving husband.
The episode offers another important insight—the insight that Onobu's aware¬
ness of being unlike Tsugiko, the Snow White, has been the
making of her selfdefinition; being ultimately an "outsider" and "homely," unlike Tsugiko, Onobu
has been forced to prove herself before she can take being accepted for granted.

Kobayashi, the Outsider
Totally unexpected and uninvited, Fujii's disciple, Kobayashi, who is also an old
friend of Tsuda's, visits Onobu in Tsuda's absence. Kobayashi is the only char¬
acter in the story who declares his spiritual independence from respectable soci¬
ety. He is materially dependent upon it, however, and deliberately so. He is selfderisively parasitic. With a socialist inclination he seems to believe that it is the
manifest responsibility of the socially "superior" to take care of the socially "in¬
ferior," as fault is to be found not with individuals but with the social system it¬
self.26 With his unsparing indictment of the hypocrisy of the socially respectable,
he is a very unlikely friend for Tsuda, and, in fact, Tsuda maintains contact with
Kobayashi largely because he is afraid of provoking him to turn against him.
Given Kobayashi's affiliation with the Fujiis and his knowledge of Tsuda's
involvement with Kiyoko, Tsuda sees Kobayashi as a potential threat to his
newly gained status as a comfortable protege of the Okamotos and the Yoshikawas. Knowing Tsuda's relative affluence and his vulnerability, Kobayashi
sees Tsuda as an easy target for extortion. He has for a long time, apparently,
been in the habit of borrowing money from Tsuda without any prospect or in¬
tention of returning it. By way of preparing to take up a new, obscure position
in Korea, Kobayashi has bought a complete set of new Western clothes (ydfuku)
on special offer at a department store, but is unable to afford an overcoat. On an
earlier occasion, Tsuda had promised him to give him his old overcoat.
Kobayashi presently informs Onobu of his intention to pick up the overcoat
Tsuda has promised him. Not having heard anything about it from Tsuda, how¬
ever,

she sends the maid out to confer with Tsuda

26 He demonstrates this

principle by passing

artist friend, Hara, later.

some

of the

money

on

the "automatic" tele-

he receives from Tsuda to his destitute
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phone27 and, in the meantime, is forced to

converse with Kobayashi. He starts
divulging his desperate personal situation without being asked. He lives to "be
disliked" because that is the only way he can "make people recognize his exist¬
ence" (85, 154). In reply to Onobu's question if he has come to annoy her, he
points out that he is only talking from his heart without any pretension. He con¬
tinues:
"You've disliked

me from the beginning, Mrs. Tsuda. You've been wishing with all your
might that I'd leave soon. But for some reason or other the maid hasn't come back, and
you've been forced to talk to me. I'm perfectly aware of that. But you only think I'm an un¬
pleasant fellow, Mrs. Tsuda, and you don't know the reasons why I've become this way.
That's why I've explained them to you slightly." (85, 154)

No

one

"likes him" because he has

no

social status

or

wealth to protect

him.

Here, he emphasizes that he is not "unpleasant" by birth but because of circum¬
stances, and he tries to remind Onobu of her own sheltered existence. But, un¬

fortunately it is the directness of his speech and his disregard for conventional
rhetoric rather than its content that strikes Onobu. His brazen impertinence
takes her completely off guard, and she is at a loss as to how to deal with him.
She could not say that until then she had never met anyone as poor as he. But those people
who had occasionally come to the Okamoto home all knew their proper places. They were
all

aware

of the differences in social rank and dared have relations with her

limits

carefully prescribed for them. She had
solent as Kobayashi. (84, 151-52)

never yet come

in contact with

only within the
a person as in¬

Kobayashi continues to confound Onobu by insinuating that he knows Tsuda's
secret past, which she might be interested in finding out. Kobayashi tries to dis¬
mantle the image of Tsuda as a fine "gentleman" husband that Onobu strives to
see.

After his

departure, she bursts into tears again. Kobayashi's mention of Tsu¬
suddenly calls to her mind a bundle of old letters she saw Tsuda
burning in the garden one day. This is enough to wake in her a vague suspicion
about his past. The episode with Kobayashi illustrates her vulnerability as a
daughter of the socially respectable who has been carefully nurtured and pro¬
tected by her surroundings. Having no reputation to defend, Kobayashi is able
to break rules of behavior without any fear of ostracism28 and functions as an
da's secret past

27 What it refers to is

probably a public telephone booth. In chapters 90 through 123, the lack of private
telephones occasions a series of errands that cause misunderstanding, and adds to a sense of mounting

suspense.
28 The only real
the

compromise he makes in his indictment of respectable society is in his attitude toward

Fujiis, to whom he feels deeply indebted, not least because of his sister.
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uncomfortable defamiliarizer of conventions otherwise

unquestioned in re¬
spectable society. Onobu's tears ironically demonstrate the power Kobayashi's
alien words have had on her. Despite her earlier impulse to laugh at Kobayashi's
comical appearance, she finds herself incapable of doing so at the end.

Ohide's Errand
While Onobu is at home

struggling with Kobayashi, Tsuda is visited by his sis¬
relatively wealthy family because of
her beauty, is the epitome of an old-fashioned mother and wife, a perfect "Osan"
(91, 297, Sz). In contrast to Tsuda, who has distanced himself from the Fujiis'
lifestyle, she has more or less taken over her uncle's view of marriage and his
moral values.29 Despite her husband's affluence, she still upholds the traditional
female virtues of thriftiness and prudence.
Hori's residence, which might be described as that of a "wealthy retired mer¬
chant of elegant tastes" (123, 231) or of a geinin (artist), was built in his grand¬
parents' time and now houses his aging mother, his sister, brother, and even
some distant relatives in addition to his own family. The image of this dozo zu¬
kuri residence suitable for a geinin is reminiscent more of Edo culture than
Meiji modernity and can be contrasted with Mrs. Yoshikawa's "Western-style
parlour."30 Located in the opposite direction from the Okamotos and the Fujiis,
who live in Yamanote district, it is not far from the clinic,31 and is most probably
in a busier shitamachi (downtown) district, with professional offices, and ryokan (inns) in the neighborhood. Hori, the head of a large, extended family, is
conventional in the sense that he never questions the "habits of the world" nor
his own family traditions, even when they are unusual, and continue to live in
the family's rather eccentric house (123, 232).

ter at the

29 There is

clinic. Ohide, who married into a

a

parallel between Ohide's relationship with her uncle, Fujii, and that of Onobu's with her

uncle, Okamoto. Both look up to their uncles as father figures, a kind of role-models, and they also

adopt their uncles' antagonism toward each other.
Regulations (boka kitei) issued in 1881 required that houses along the main roads
should be roofed either with bricks or stones, or adopt the traditional dozo zukuri to minimize damage
in the event of a fire. According to Hatsuda, the dozo zukuri in Edo merchant style became popular in
the beginning of the twentieth century because of this requirement (Hatsuda, Modan toshi no kiikan
hakubutsugaku, 67-68).
In the alley leading to the clinic, one saw "the shop-curtains of pawn-shops, the signs of go clubs, and
the lattice-doors behind which it seemed there might be some petty gamblers' den" (17, 26). The pa¬
tients at the clinic are described as sharing a shadowy past for which they are paying the price. As many
Japanese critics have pointed out, the clinic most probably dealt with patients inflicted with venereal
disease as well. And it is hardly likely that it was located in a residential area.

30 The Fire Protection

31

Ohide's Errand

He is also
sorts of

long
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pleasure-seeker, and with his freedom to "indulge freely in all
dissipations" outside (91, 164), he is not difficult at home, satisfied as
his wife fulfills her household duties as wife, mother, daughter-in-law
a

as
and sister-in-law. A brief reference to Tsuda's encounter with him at the clinic

hints at his venereal disease. As

wealthy conventional man of pleasure living
likely had many affairs with professional
women, which Ohide seems to accept without difficulty. Ohide, however, has
opinions of her own and is articulate in her committed conventionality. Her
voice overlaps with that of the patriarch (even more than Mrs. Yoshikawa's
does) and she is a happy "Osan" by definition. As such, she is just as critical of
in

a

a

shitamachi district, he has most

Onobu's demand for exclusive love from her husband

as

Mrs. Yoshikawa is, and

she does not think

favorably of her in general.
relationship with Onobu is further complicated by the fact that her
view of Onobu is prejudiced by Tsuda's mediation. Ohide is unaware of the van¬
ity that has prevented Tsuda from telling Onobu how it is that they have come
to receive monthly financial support from his father. Fearing that she might
slight his father's social status, he has not told her that it was after much persua¬
sion by Ohide's husband that his father reluctantly agreed to such an arrange¬
ment at all, and that he did so only on one condition—the condition that Tsuda
pay back a part of the sum from his bonus at the end of every year. Parental fi¬
nancial support (but not a loan) to a newly wedded couple was quite common
at the time among the relatively well-off, among whom Tsuda's father should
definitely belong. Tsuda is aware that Onobu, accustomed to the material afflu¬
ence of the Okamotos, takes such assistance for granted, and he is accordingly
Ohide's

irritated
With

over

his father's old-fashioned thriftiness.

attitude characterized

by his excuse, "Where in the world is there a
he's received from his father so conscientiously?"
(32, 54), Tsuda not only fails to keep his promise, but also assumes his father's
continued support without giving him so much as an apology or an explana¬
tion.32 In the meantime, Ohide notices a new expensive looking ring on Onobu's
hand, which Onobu naively tells her is a present from Tsuda.33 Ohide leaps to
the conclusion that Tsuda's inability to pay his debt is Onobu's fault and reports
an

fellow who returns the money

32 Tsuda

being the only son of the family, his expectation of inheritance in the future makes his behavior
toward his father less outrageous than it may appear to a modern Western reader. In fact, he is never
criticized for counting on his father's assistance, but for having given a promise he could not keep.

33 Komori Yoichi discusses Onobu's
Imototachi

no

ring

as a

metaphor for "misunderstanding" in "Soseki

no

onnatachi:

keifu," 27. In Girard's terms, the ring is another concrete object that inspires a new de¬

sire, jealousy and rivalry in Ohide.
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father about their extravagance. Angered by his son's insolence, their fa¬
ther sends him a letter rejecting his plea for continued financial support on the
to her

pretext that his own financial situation is difficult because of some unexpected

Ohide, on the other hand, receives a letter of explanation from her
mother. Since this arrangement has been made possible through the mediation

expenses.

of her husband, she feels

obliged in this conflict to take the part of her husband

and her parents.
Ohide tells Tsuda that she has

of her own if he wants

come on an

errand, that is to offer him money

it.34 When she sees no sign of repentance or any gratitude,

however, she hesitates to hand it to him. He interprets her gesture as annoyingly

tantalizing, prompting him to ask if the

money is "bait" or a "gift." His sarcasm
infuriates Ohide, who then starts to criticize his recent self-centeredness. When

joined by Onobu, who enters the room in the middle of their conversation, they
continue to argue about the fate of the money, until Onobu finally produces the
check she has received from her uncle. Onobu tells Ohide she shouldn't "trouble

herself' because
ertheless insists

they have solved the financial problem themselves. Ohide nev¬
leaving her money to prove that she has had no other motive

on

than kindness.
"What I

is that since you cannot

think of anything but yourselves you've lost the ability
Perhaps you think you're self-sufficient.
But as
I see it, it's a terrible misfortune for both of you.
NTsan [elder brother], you say you want
this money I've brought with me, don't you? But you are also suggesting you don't need the
kindness that made me bring it. From my point of view, it's exactly the opposite.
Nesan
[elder sister], you don't really want your husband to accept the money I've brought, do you?
You have been trying to keep him from accepting it; because you wish to reject my kindness
by refusing my money and you are proud of it. Your sense of values, too, is completely
reversed.
The fact that the good feeling you'd have in compliantly receiving this token of
affection from me would make you many, many times happier than your determination to
rebuff the kindness of others—that possibility is utterly unimaginable to you." (109,362, Sz)
to

mean

respond to the kindness of others.

...

...

...

...

...

With this ultimatum, she leaves the room very angrily.
The same action might derive from a different motive,

depending on the ba¬
undertaking it. A seemingly manipulative maneuver
can be prompted by real kindness, while an apparently disinterested act moti¬
vated by self-interest. Truly, an offer of money often forces allegiance to the
members of a group, as Tsuda and Onobu suspect. One frequently finds oneself
unwittingly bound by obligations just by receiving a favor; however, not all of¬
fers of money represent manipulation. "Money" can conveniently camouflage
sic attitude of the person

34 It should be noted here that Ohide is

on an

errand

on

her

own

initiative with her

own

money.
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unfairly distort both the giver's and the receiver's real intentions, depending
the nature of their relationship, and the practice of mediation makes the sit¬
uation even more confusing. With Tsuda and Ohide as middlemen, clearly there
is plenty of distance and room to allow "misunderstanding" between the giver,
Tsuda's father, and the final recipient, Onobu (or between Ohide and Onobu for
or

on

that

matter).

With

knowledge of the mediation of Ohide's husband in this matter or of
promise to repay his father, Onobu is utterly unable to
comprehend Ohide's resentment. Simply not wishing to be under any obligation
to her "fastidious" sister-in-law, Onobu turns down her offer of money; Ohide
considers this refusal "egocentric" from the standpoint of a mutually dependent
relationship. Well aware of this, and interested as he is in the money, Tsuda is
tempted to accept it without being willing to take the consequences, which, with
good reason, is considered equally "egotistic." From the standpoint of Onobu
and Tsuda, the offered money begins to seem more a function of social conven¬
tion than a sign of good will. From the orthodox, conventional viewpoint, how¬
ever, the victim is Tsuda's sister, whose "good" intentions to help the troubled
couple are wasted.
Another important point to be made is that the hospital scene calls attention
to contradictions implicit in the reactions of the respective characters; it dem¬
onstrates how Tsuda's pragmatic instinct collides with social conventions this
time (he is otherwise a very conventional man): he receives the allowance on
conventional terms, but is never willing to bear the obligations attached to it. As
for Onobu, her seemingly modern position is shown to contradict its own terms.
While asserting her independence, she has all along counted upon one of the
most basic social conventions, financial assistance from wealthy relatives. In
fact, her husband, her house and her maid have all been produced by relying on
this. Even though she turns down Ohide's offer of money, it is the check she has
received from her uncle Okamoto that makes her "independence" possible on
no

Tsuda's violation of his

this occasion. As for Ohide, she as a committed traditionalist has no reason to
doubt her

own

moral motivation for

reprimanding the Tsudas. But, as it be¬
there is in her accusations, an undeniable echo
frustrated "Osan," one who would grudge seeing

comes

obvious later in the story,

of her

suppressed voice

as a

Onobu with that which she herself has been denied.

Through Kobayashi, who comes to visit him in the clinic the next day, Tsuda
already been to the Yoshikawas and Fujiis, most probably
to report on the incident the day before. It is not difficult to imagine how unfa¬
vorably Tsuda and Onobu would have been portrayed by Ohide. Tsuda suddenlearns that Ohide has
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the realization that the consequences of this confrontation may
imagined and that they might indeed jeop¬
ardize his important social connections.
It is ironically Tsuda's unusual lapse of conventional caution, his rare will¬
ingness to speak in his own voice in front of Ohide, which punishes him. The
relationship between a sister and a brother is one which often allows the kind of
intimacy necessary for a direct confrontation such as this one.35 Tsuda also
hears from Kobayashi that Mrs. Yoshikawa is on her way to the clinic, most like¬
ly on an errand entrusted to her by Ohide. Tsuda quickly decides to take full ad¬
vantage of this opportunity to undo the possible damage that might have been
done by Ohide's accusation. He wants to talk to Mrs. Yoshikawa alone and rash¬
ly sends a short message to Onobu to tell her that she should not come to the
clinic that day.
be much

Onobu
In the

up to

more

extensive than he has

versus

Ohide

meantime, hearing from the housemaid about Ohide's visit in her absence,

Onobu decides to go to

Ohide's house before going to the hospital. Besides mak¬
for the incident the day before, she secretly hopes to find out more about
what passed between Tsuda and Ohide before her arrival at the clinic. Onobu
overheard their conversation outside the room and caught Ohide saying some¬
thing about "someone else" Tsuda still cares about besides Onobu. Combined
with Kobayashi's insinuation about Tsuda's past, Onobu becomes suspicious of
Tsuda's truthfulness and is determined to investigate.
After exchanging some social niceties, they start discussing "love," at Ohide's
initiative.36 Onobu goes straight to the point and begs her to tell her everything
she knows about Tsuda's past: "Tsuda loves me as a wife just as he loves you as
a sister, and I have to know everything about him for his sake.... by confiding in
me, you will do a kind service to your brother as well" (129, 431, Sz). Taken
completely off guard, Ohide is confounded by Onobu's unusually emotional ap¬
peal. Not quite grasping what she is after, Ohide misunderstands Onobu as hint¬
ing at her collaboration with Mrs. Yoshikawa and tries to avoid the subject. In¬
stead of responding to her plea, then, Ohide criticizes Onobu's willfulness in
ing

up

35 There is

certainly a parallel in Kdjin in Jiro's repeated confrontations
36 Ohide's notion of love is abstract, largely derived from what she has

with his younger sister, Oshige.
read in various women's maga¬
zines (126), whereas Onobu's love is much more concrete—love that has to be verified in practice.
Influenced by the bookish Fujii, Ohide has learned how to argue from reading, as the narrator states.

Mrs. Yoshikawa's Errand

her husband's exclusive love, which, to her, is neither attainable

insisting on
desirable.

"But, it is
woman

121

so

nor

difficult to imagine husband so docile that he'd act as if his wife was the only

in the world."

...

"But, there should be

one.

There has to be, doesn't there? If we're going to call him a hus¬

band at all."
"... If there
women,

was a

husband who could somehow live without

thinking of other women

as

he certainly wouldn't consider you a woman either, would he? It's almost like say¬

ing that only the flowers blooming in

your own

garden

are

real and all the others

are

only

dead weeds."
"As far

I'm concerned it doesn't matter if

they are just dead weeds."
be so for you. But for a man they aren't so there's nothing you can do about it.
Why can't you be satisfied instead that it's you he loves most among the many women in the
world he's fond of? That's what it means to be really loved."
"I want to try in every way possible to be loved absolutely. I've never liked comparisons."
(130, 433-35 Sz)
as

"That may

Ohide

morally identifies, or believes she does, with the traditional sex-role ex¬
pectations to which the Fujiis adhere. Mrs. Yoshikawa, on the other hand, has a
slightly more liberal view of marriage, as we have seen. She also has a life style
that allows her to be more willful and assertive, and she is less the morally com¬
mitted "Osan" that Ohide is, than the pragmatist who sees her sex-role as a nec¬
essary evil.
Despite the differences in lifestyle and the degree of moral commitment,
their position as frustrated wives in the patriarchal hierarchy unite them in their
project to "reeducate" Onobu. In other words, while they implicitly approve of
the split female roles in one way or another, they do so with certain hidden emo¬
tional undertones. In Girard's terms, Onobu functions in this case as the media¬
tor of a new

model, inspiring in Mrs. Yoshikawa and Ohide a new desire, which,
without the prospect of fulfillment, is turned into jealousy and rivalry. The secret
alliance had already been made that morning. Having handed the matter over to

Mrs. Yoshikawa, Ohide has

nothing to say to Onobu. Not being able to find out
anything about Tsuda's past, Onobu leaves the house in frustration.

Mrs. Yoshikawa's Errand
With

potted bonsai as a present, Mrs. Yoshikawa, in the meantime, comes to
errand, apparently having one thing on her mind—taking action to
redress Onobu's "insolence." The bonsai tree with its branches arranged harmo¬
niously, but rather uncomfortably cramped in its small pot, seems to symbolize
a

Tsuda

on an
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Mrs. Yoshikawa's ideal bride: what sticks out must be trimmed down. Mrs.

Yoshikawa

begins by reporting on Ohide's visit to her. In reply to Tsuda's crit¬
argumentativeness, Mrs. Yoshikawa answers that
Ohide "certainly has a fine and well-disciplined mind" (131,249). She adds that
Ohide seems more honest and that for her part, she really likes her, stressing the
pronoun, "her" (131, 440, Sz).37 She does not say Ohide is more honest than
Onobu, but insinuates it. Mrs. Yoshikawa criticizes Tsuda and Onobu for having
joined forces against Ohide in their confrontation and concludes that "the root
of the whole matter is that [he] takes too good care of' Onobu (132, 251). Tsu¬
da's conflict with his father, which is Ohide's main concern, is "merely an out¬
growth" of this major problem.
As already noted, Mrs. Yoshikawa and Ohide resent what they perceive to be
Onobu's arrogant demand for exclusive love from her husband. Implicit in their
attitude is a reference to their own situation in which they are made to accept
their husbands' "dissipations" outside the home. Both their husbands are men
of social importance, and for them the absence of their husbands outside work¬
ing hours is the rule rather than the exception. Ohide finds comfort in her chil¬
dren, and Mrs. Yoshikawa in social mediations. Apparently in their opinion, the
best way to crush Onobu's conceit, and make her learn her lesson is to demon¬
strate Tsuda's lack of commitment by calling Onobu's attention to his lingering
attachment to his former fiancee, Kiyoko. She is interested, therefore, not so
much in Tsuda's pursuit of his relationship with Kiyoko as in the effect it will
have on Onobu. Taking care not to provoke Tsuda's resistance (who is, after all,
ical remark about his sister's

Onobu's

husband), however, Mrs. Yoshikawa does not reveal her scheme to
blatantly. Her clever, social rhetoric makes her real intention opaque
enough for Tsuda to go along with the plan.
Tsuda

so

She

carefully begins by expressing her suspicion that Tsuda's outward devo¬
deceptive and that he is actually still attached to Kiyoko, al¬
though he does his best to take good care of Onobu. After forcing Tsuda's hes¬
itant acknowledgment, she continues by stating that unlike the Okamotos and
her own husband, she sympathizes with Tsuda; she feels partly responsible for
Kiyoko's desertion and therefore fully approves of Tsuda's regrets about her. To
compensate, she has come up with a scheme to enable Tsuda to settle his rela¬
tionship with Kiyoko once and for all. She suggests that Tsuda take a trip to con¬
valesce in a hot spring, where Kiyoko is staying alone. She is willing to take
tion to Onobu is

37 This

emphasis on the pronoun "her," indicated by
in the English translation.

across

wa

(a topic marker) in Japanese does not

come
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of all the expenses, necessary arrangements

and "the rest of it," whatever
implies. "Everything will be fine if you just pretend you don't know any¬
thing," she says, and adds that she will "certainly manage to turn Onobu into a
much more wifelike wife" (141, 271), in his absence.
Tsuda hesitates for a moment, wondering what exactly she means by a "more
care

that

wifelike wife." It

occurs even

Yoshikawa is intent

to Tsuda that the faults in Onobu which Mrs.

correcting might not necessarily be the ones he himself
being unable to find any obvious reasons for
doubting Mrs. Yoshikawa's "good" intentions and tempted by the thought of a
comfortable vacation, Tsuda decides to go along with Mrs. Yoshikawa's scheme
all the same. Tsuda's naivete about Mrs. Yoshikawa's "real" motivation is partly
due to his "kingly" status as a man. When addressing Tsuda, both Mrs. Yoshi¬
kawa and Onobu disguise their "real" feelings about each other in the acceptable
social rhetoric, which Tsuda forgets to take into account in his assessment of
their relationship.38 In Mrs. Yoshikawa's earlier remarks about Onobu, such as
"she is such a remarkably clever person" (11,18), there is a malicious undertone
which Tsuda has obviously overlooked or underestimated. Also, Mrs. Yoshi¬
kawa's "superior" position gives her words of persuasion the magical efficacy
of legitimation, and she knows how to take advantage of it. Just as he has always
done in the past, Tsuda opts for "believ[ing] in Mrs. Yoshikawa's benevolence
for the most part" (141, 271). Mrs. Yoshikawa thus symbolizes that "dark, mys¬
terious force pushing him" around, luring him with the material comfort she can
offer so easily while constantly undermining his "free will."
This episode marks an important juncture in Tsuda's relationship with Ono¬
bu. The last time he let himself be willingly manipulated by this "dark, myste¬
rious force," he ended up losing Kiyoko. For Mrs. Yoshikawa, posing as a gobetween for young couples is a favorite hobby. But, she has a way of getting ex¬
tra enjoyment out of her mediation by deliberately delaying the realization of
the relationships she arranges. "Her behavior at such times [is] like that of a cat
playing with a mouse," and she herself seems to interpret it as a natural privilege
of a "superior" that "add[s] a dash of excitement to her leisurely existence"
(132, 249). While she indulges herself, Kiyoko suddenly rebuffs both her and
Tsuda by marrying another man. In contrast to the widely held view that Kiyoko
on

would like to have eliminated. But,

38 "Just

as Mrs. Yoshikawa had to take Tsuda's reaction into consideration in her reference to Onobu,
Onobu, too, had to respect Tsuda's relationship to Mrs. Yoshikawa in commenting on Mrs. Yoshikawa.

This has clouded Tsuda's

usually perceptive mind when interpreting their remarks about each other"

(133,444, Sz). Viglielmo's translation that "Since he had to show consideration to Mrs. Yoshikawa at
the

same

time that he had to have

regard for Onobu's feelings" (133, 251) is misleading.
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innocent Snow White, I believe that

by virtue of this action alone she

pre¬

sents herself as the determined and conscious mistress of her own

like

Onobu.39 Tsuda,

He does not

on

the other hand, has remained

as

affairs, just
uncommitted as ever.

to learn from

past experiences and is about to make the same
again: by resigning himself to Mrs. Yoshikawa's whim this time he
risks provoking Onobu's anger and eventually losing her as well.40
As for Ohide, by joining forces with Mrs. Yoshikawa on a mutual errand, she
compromises her mission—the original errand entrusted to her by her mother,
of mediating between Tsuda and his father.41 "The root" and "branch" of the
problem have been reversed in the hands of Mrs. Yoshikawa. For Ohide, the re¬
lationship between Tsuda and her parents should be the first priority, as she says
it is at the hospital, and her resentment of Onobu, the second. The cause of Tsu¬
seem

mistake

da's rift with his father, which should reside in Tsuda himself, is now transferred
to Onobu. Onobu's

empty "bluffing," which is a symptom of her problematic
relationship with Tsuda rather than its cause, is upheld as the "root" of the evil.
By involving many parties in the process of mediation, this errand, just like any
other, introduces many interpretations of the same action and demonstrates how
the apparent cause and effect of an interpersonal problem can be displaced and
misunderstood by different parties.

Onobu's Plea for

Help

now turns his attention to Onobu, who has just been to Ohide's
Judging from Ohide's elusiveness that morning, she begins to suspect
that it is not only Mrs. Yoshikawa but also her sister-in-law who disapproves of
her and that there might be some kind of collaboration between them against her.
She spots someone who looks very much like Mrs. Yoshikawa in a streetcar on
the way to the hospital, and suddenly decides to turn around and go home. When

The narrator
house.

39 However, unlike Onobu,

Kiyoko seems to commit herself willingly to the role of "Osan" in marrying
apparently busier than Tsuda, as Kiyoko indicates to Tsuda at the spring. Since the story
is unfinished, the details of their marriage are not known, however.
Whether or not he will actually lose Onobu is, of course, impossible to know when the novel breaks
off. Mrs. Yoshikawa's scheme to bring Tsuda and Kiyoko together at the hot spring, while deliberately
leaking news of their "rendezvous" to Onobu definitely seems to go beyond what is normally accepted
in such a situation, and the risk must be correspondingly high.
Tsuda's father turns down Tsuda's financial assistance upon a pretext. He does not explain the reason
directly to Tsuda. Instead, his mother writes a letter of explanation to Ohide, thereby entrusting her
with a mission to mediate. In the meantime, Ohide's phone call to Mrs. Yoshikawa at the hospital clear¬
ly confirms Ohide's part in Mrs. Yoshikawa's plan for Onobu.
Seki. Seki is

40

41

Onobu's Plea for
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she finds at home the message

from Tsuda, however, she changes her mind
again, thinking she must find out why he doesn't want her to come. In the mean¬
time, Tsuda, having seen Mrs. Yoshikawa off, expects Onobu to show up. In
these chapters (90 through 123), the narrator is omnipresent as well as "omni¬
scient," contrasting what is happening at Tsuda's, at Ohide's and at the hospital,
entering into the consciousnesses of the main characters, using Otoki (the maid),
the rickshaw man, and Kobayashi as messengers who move in and out of differ¬
ent scenes delivering different messages. By also referring to incidents that tem¬
porally connect people's movements (Ohide's quick visit in Onobu's absence,
Ohide's phone call, Ohide's spotting Mrs. Yoshikawa in a streetcar, Tsuda's chat
with the nurse while waiting), the narrator creates a sense of movement in the
plot both in time and space, which is quite unusual in Japanese fiction.
Upon arrival at the clinic, Onobu interrogates Tsuda about the message he
has sent her. Tsuda comes up with the excuse that he didn't want her to meet
Kobayashi, who came to ask for money that afternoon. Since Kobayashi is such
an impudent "rascal," he wants to "protect" her from his unpleasantness. Tsu¬
da's manifest wish to keep her away from Kobayashi, however, only deepens
her suspicion that he knows something about Tsuda's "secret" past. To make
matters worse,

Onobu finds out about Mrs. Yoshikawa's visit from the bonsai

by the bedside and becomes ever more suspicious of Tsuda's explanation. By
having agreed to Mrs. Yoshikawa's secret scheme, Tsuda finds himself trapped
into telling one lie after another.
Frustrated by her husband, who is obviously holding back something, Onobu
becomes emotional and begs him to "put [her] mind at ease
because [she has]
no one else to turn to but" him (149, 287). Seeing Onobu expose her vulnerabil¬
ity in front of him, Tsuda feels sorry for her and is even tempted to confide ev¬
erything to her; but the feeling of obligation toward Mrs. Yoshikawa stops him.
Instead, then, he promises her that whatever happens, he will guarantee that she
will never be humiliated and that he will always be responsible for her. He
somehow succeeds in consoling her, using expressions "most calculated to
please her," which leaves him smugly satisfied that "women are, after all, easy
to pacify" (150, 288).
Tsuda is pleased with his successful rhetoric of pacification, and he manages
to persuade her of the necessity of his convalescence trip to a hot spring. Al¬
though taken aback by her request to accompany him, he comes up with another
plausible excuse that since Mrs. Yoshikawa is paying his expenses, he cannot
possibly bring his wife along. Onobu then reminds him of the bank check from
Okamoto and the money from Ohide, which should be more than enough to
...
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her expenses.

Tsuda replies that they will unfortunately need the money
the hospital bill and that, in addition, he has promised to "lend" money
to Kobayashi, who is leaving for Korea shortly. Onobu does not accept this con¬
tradictory statement from Tsuda; why should he so desperately want to offer
money to a man from whose "unpleasant impertinence" he wants to protect his
wife? Tsuda defends his gesture first from a highly "unlikely" humanitarian
point of view, then, gradually entering familiar ground, from a pragmatic point
of view, saying that it is not wise to antagonize such a reckless man with no rep¬
utation to lose. After some discussion, Onobu finally gives in to Tsuda both on
the issue of his trip and on his loan to Kobayashi, on the condition that what is
left of the contribution from Okamoto should go to her as pocket money.
What becomes clear during their argument is again the contrast between
their perceptions of their marriage. Tsuda perceives his relationship with Onobu
in terms of an underlying power structure. What matters to him is which of them
has the upper hand at any given moment, and he takes advantage of whatever
"superiority" he has at his disposal. He momentarily softens toward Onobu after
her emotional appeal. In addition to his concern for Mrs. Yoshikawa, however,
the mere fact that Onobu's suspicion is not yet based on any evidence plays an
important role in his decision not to divulge his secret to Onobu. Knowing that
he still has a good chance of getting away with his deceit unless he reveals it
himself, he cannot help seizing this moment to put the power balance back in
cover

to pay

his favor.
In contrast,

for Onobu, "winning [does] not have any primary significance."
principal objective [is] true facts of the case" rather than "to vanquish her
husband" (147, 283). She is able to disregard her interests in demonstrating her
devotion to Tsuda.42 Examples are legion: she is willing to pawn her kimono to
finance his hospitalization, whereas he thinks first of the possible damage it
might do to her reputation as his wife; at a critical moment she dares to expose
her helplessness knowing that her husband might take advantage of it (which he
actually does). Hearing his complaint about having to give money to Kobayashi,
Onobu volunteers to meet Kobayashi on his behalf and refuse him. Unlike Tsu¬
da, she is not afraid of Kobayashi's power to undermine "their" reputation and
is willing to confront him directly.
In reply to Tsuda's remark that he is impressed with her unwomanly "cour¬
age" in connection with Kobayashi, she answers as follows:
"Her

42 Just like Tsuda, she is otherwise
to

take

advantage of her

power

quite conscious of her self interest and is not usually
in pursuing it.

one to

hesitate

Tsuda

versus

Kobayashi
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"I don't know

why but lately I've always been thinking about it. I'm certain the time will
I'll for once have to show all the courage I have inside me."
once'? That's why I say it's a kind of fantasy."
"No
I mean soon. I mean once some day in the near future."
"You're just making it worse. I assure you I won't be too happy on that day in the near
future when you show me this reckless courage of yours."
"No, it's for you, I tell you. Haven't I been saying that all along? I'd show the courage for
you." (154, 298)
"

day

come when
'Some day'? 'For

some

...

as if to predict Tsuda's meeting with Kiyoko at the hot spring and the con¬
frontation she is to have with Mrs. Yoshikawa in his absence, Onobu talks of the

Thus,

"courage" she will force herself to conjure up for Tsuda's sake in "the near fu¬
reply to Tsuda's unusually kind words about the dressing gown (dotera)
she has made, she urges him to bring it with him, but adds that it will be a pity
if the dressing gown they lend him at the inn is much better. She continues that
her kindness will be forgotten if it does not bear comparison. "Unnerved" (153,
523, 5z)43 at the irony of her innocent words, he silently proceeds to "tie the ends
of his obi into a broad knot" (153, 296).
ture." In

Tsuda

versus

Kobayashi

There is yet one

errand Tsuda has to take care of before leaving for the hot
spring. He wants to give money to Kobayashi as a farewell gift. With his status
as an uncomfortable defamiliarizer of the negative aspects of social conventions
that support the dominant class, Kobayashi functions in a way as Tsuda's "con¬
science" at this critical moment when he is about to commit himself to Mrs. Yo-

shikawa's wicked scheme. For Tsuda,

conciliation,

or even a

giving money to Kobayashi is

a means

of

form of bribery to keep him quiet. It is absolutely neces¬

sary for him to be assured that he has the upper hand before he leaves for the
hot spring. Thus, already on the way to the meeting place, Tsuda feels he must

take every
comes late

advantage of his "superior" position as a "giver" and deliberately
(forty minutes!) to the agreed restaurant. Kobayashi, however, is im¬
mune to these conventional tactics. Saying "I just got here now myself' (156,
301) he successfully neutralizes Tsuda's feeling of "superiority."
The fancy French restaurant to which Tsuda has invited Kobayashi this time
makes a good contrast to the working class pub they went to together at Koba-

43

Viglielmo translates kimi

no

waruku natta

as

"irritated" here, which I find misleading (153, 296).
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yashi's initiative the last time.44 Kobayashi, somewhat intimidated by the classy
atmosphere of the place, the food, and the people, starts commenting on the dif¬
ferences that exist between himself and Tsuda. The differences between a fancy
restaurant and a vulgar one, good cuisine and bad one, a lady and a geisha
("Osan" and "Koharu") are not necessarily the result of their inherent qualities
but are the product of the social conventions of those who judge them. As an ex¬
ample, he points out that the reason why Tsuda deems Kobayashi's argument
"nonsense" lies not

so

much in what

was

said

as

in who said it. It is not worth

listening to because it comes from "someone like [him] who hasn't any social
position, or rank, or money, or even a steady job" (158, 306). On the other hand,
"if this were coming from Mrs. Yoshikawa or somebody like that, then even if
what she were saying were a lot less worthwhile than this, [he has] no doubt
[Tsuda]'d sit right up straight and listen very carefully" (158, 306).
He further argues that the hierarchical distinctions Tsuda insists on adhering
to undermine his freedom, because they actually dictate his choice. Contrary to
what Tsuda might think, then, he implies that he is in fact much less restrained,
and happier than Tsuda is. Because of the unfortunate vicious circle people with
"leisure" often find themselves in, Tsuda is always striving after something
"better," anxious to get the best out of what is available within his means and
social status. Kobayashi continues that the same is true of Tsuda's attitude to¬
ward women. Tsuda married Onobu supposedly of his "own free will," but is
still "looking around for someone better" (160, 312) 45 In response to Tsuda's
reaction to his "rudeness and vulgarity," Kobayashi replies as follows:
"[TJalking to you is of no use at all. You won't ever learn anything unless you actually
experience it. I predict that, so let's wait and see. Soon the real battle will begin. And then
you'll finally understand that you're not a match for me."
"That doesn't matter to me. It would be an honour for me to be defeated by someone like
you who'd lost to all sense of shame."
"You're quite obstinate, aren't you? But I didn't mean you'd fight with me."
"Well, with whom then?"
"You're
press

44

already fighting right now with yourself. And in a little while it will actually ex¬
itself in action. Your leisure's egging you on to fight a vain, losing battle." (160, 312)

Kobayashi takes Tsuda out to

a

cheap pub (33) after they meet at the Fujiis, which I have not

men¬

tioned earlier.

45

Kobayashi's lecture on the vicious circular predicament of people with too much "leisure" is clearly
analogous to Girard's argument in Deceit, Desire and the Novel that the "modem" hero lives through
one desire to another desire because the object of desire loses its power of seduction as soon as it is
fulfilled (88-89). 'The disillusioned hero can let his former mediator point out another object for him,
or he can change mediators" (89); Tsuda has already chosen the former alternative.
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Again, as if to predict the outcome of Tsuda's forthcoming trip, Kobayashi thus
speaks of a "vain, losing battle." He also says it will all depend on whether or
not he is going from now on to behave like a "husband."
Truly disturbed by this prediction, Tsuda abruptly takes out the money he has
brought with him and gives it to Kobayashi. As he sees him put it into his pock¬
et, Tsuda reminds Kobayashi that it is the product of the "leisure" he has at¬
tacked that he is embracing. Kobayashi replies that, contradictory or not, he will
accept it with gratitude and justifies his acceptance with the argument that lei¬
sure, like water, always "flows from the high to the low" (161, 314) and never
the other way round. He then indicates that he is waiting for someone with even
less "leisure" than himself, to whom the money has to be passed on.
Studying Kobayashi's young friend, Hara, who has suddenly appeared in
front of him, Tsuda "sense[s] a tremendous chasm separating them on the vari¬
ous points of class, outlook, profession, and dress" (162, 315). He is a destitute
painter who literally does not know where his next meal is coming from. Irritat¬
ed by Kobayashi's pedantic "arty" talk with Hara, Tsuda is tempted to leave, but
Kobayashi stops him, takes out a letter from his pocket, and asks him to read it.
It is a letter written by an acquaintance of Kobayashi's who, lured by a promise
of free room and board and the possibility of studying in Tokyo, has been
trapped into becoming in effect a slave in his alcoholic uncle's home. It is a des¬
perate appeal from someone who, by writing, tries to communicate "a portion
of his pain" in the hope of arousing in the reader "even a little bit of sympathy"
(164, 321).
"What in the world does this have to do with me?" is Tsuda's immediate, pre¬
dictable response to Kobayashi. However, the effect the letter produces on his
mind is undeniable; he finds himself startled by the content of the letter, "taken

aback to discover

existence

utterly different from his own" (165, 322). Even
though his reflections on the letter do not proceed to produce the kind of social
awareness Kobayashi is apparently seeking, Kobayashi is satisfied to have cre¬
ated a ripple of unfamiliar emotions in the otherwise smugly self-sufficient Tsu¬
da. Kobayashi then makes good use of the opportunity to demonstrate his social
awareness by urging Hara to take whatever amount he needs from the money he
has just received from Tsuda. Even though he is repelled by Kobayashi's rude¬
ness, Tsuda is struck by the emotional effect it has on the young artist and by
the "quality of the pain [he] is enduring in restraining his hand from reaching
for the notes" (166, 325).
However, as might be expected, this disturbance in Tsuda is short-lived. As
soon as they part outside the restaurant, Tsuda decides that "without regard to
an
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[he], for his

own

self-respect, ha[s] to reject the ideas and

arguments of a person such as Kobayashi" (167, 327). "Once he [is] by himself
on the streetcar, he soon [begins] to imagine what it would be like at the hot

spring resort" (167, 327). His ability to forget what is uncomfortable and remain
unaffected, his self-sufficiency, seems to be confirmed in this episode with Ko¬
bayashi. Onobu's symbolic references to her "courage," Kobayashi's warning
that Tsuda will fight a "vain loosing battle," and Tsuda's quickly recovered
complacency after his encounter with Kobayashi, may be all seen as clues in¬
dicative of the further development in the story after the novel finally breaks off
at the hot spring. Whatever function they might have had in Soseki's original
scheme of the novel, they certainly contribute to the creation of tension in these
chapters leading up to Tsuda's journey.

A

Long Journey

Having turned down Onobu's offer to see him off, on the pretext of bad weather,
surprise, he finds the
Yoshikawas' houseboy waiting there with a basket of fruit, which he is told, is
a gift from Mrs. Yoshikawa. He politely explains that since Mrs. Yoshikawa is
"busy" that day, he has come on her behalf to say good-bye. With this houseboy's official errand and the basket of fruit as its token, the ostensible purpose
of Tsuda's trip is now fully legitimized. The relationship between Tsuda and
Mrs. Yoshikawa, too, is put into proper order by her use of an "errand boy," who
has been apparently instructed to behave "correctly."46
The journey to the hot spring takes less than a day, but it involves a consider¬
able amount of time spent in an uncomfortable rickety train, sitting together with
people he would not usually associate with. According to his talkative neigh¬
bors, who speak beranme (the downtown Tokyo dialect), the rickety train is not
known for its reliability, particularly in the rain (169, 332). Just as they predict¬
ed, the train is "derailed" and at the instigation of the elder of the group, the pas¬
sengers are urged to get off the train and help to push it. Tsuda is thus thrown
into an unfamiliar environment where, he is forced to sacrifice his physical com¬
fort, that special privilege of the civilized man he values so much, as well as his
peace of mind, constantly disturbed by his gregarious fellow passengers.
Tsuda arrives at the train station alone in the rain. To his

46 His

politeness and his insistence on bringing the basket into the train himself indeed stands in contrast
with his "stand-offish" attitude at the Yoshikawa residence on Tsuda's first visit (10, 31 Sz).
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long journey and the foreign atmosphere of the dark and

poor

"out-of-

the-way village" he finally arrives at enable him to distance himself from his ev¬
eryday-life situation, involving him in unusually critical reflections. "Why
did I leave rainy Tokyo and come to this sort of a place? Because I'm really a
fool? If only I could finally decide that everything's foolishness, then I could
even turn back at this point" (171, 336). While riding a horse-drawn cart to the
inn, he compares himself to the "gaunt horse," "the pathetic animal in front of
him, breathing heavily through its nostrils" (172, 338). He likens the driver "ap¬
plying the cruel whip" to Mrs. Yoshikawa, even though "he [can] not boldly as¬
sert" that it is she (172, 338); unable to give an accurate answer, however, he
"abandons" the whole question, as usual (172, 338).
Oe Kenzaburo in his essay, "Meian no kozo" (The Structure of Meian), ar¬
gues that the description of the scene in chapter 172 on the way to the inn, with
the horse-drawn cart riding along a mountain road where a "large black rock"
looms and a tall pine tree soars on one side, symbolizes Tsuda's journey from
...

the world of

light, the everyday reality, into the world of darkness, the realm of

dream.47 Although, unlike Oe, I believe that Tsuda recovers from this dream¬
like state

relatively quickly, the idea that he crosses a borderline in the course of
long journey is an interesting one. This initiation into the unknown seems to
continue well into the night after his arrival at the inn.
On the way back from his first hot-spring bath late that evening, he loses his
way in the labyrinth of corridors and stairs. He stops at the lavatory where "clear
the

mountain water flowed from the nickel faucets in

an

endless stream" into "four

sparkling white basins" (175, 345). Looking at his image in the mirror beside
the basins, he is struck by his pale complexion and unkempt hair, which stands
in contrast with his usually well-maintained look. Tall and handsome with "reg¬
ular features," he has always been "rather self-assured of his good looks," and
is surprised to see himself in such a "frightful" state (175, 346).
Oe and still others have pointed out that the images of water, the mirror, his
"ghostly" look, his somnambulist-like roaming through the corridors, all signi¬
fy the world of dream. This wandering into the nightmarish realm of unreality
culminates in the well-known

through the corridors, catches

scene

a

where Tsuda, as he continues to walk

glimpse of Kiyoko in her nightclothes

on

the

top of the stairs. Although apparently on the way to the hot spring, she quickly
turns around and flees back into her room.

47 Oe, "Meian no kozo," 165-66.

Quite disturbed by images of Kiyoko
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both from the past and the present, he spends a restless
"into a dream-filled sleep" (177, 350).

night until finally falling

This image of his dream world, however, is quickly set against the reality of
everyday life the following morning. As he "awaken[s] from the demon realm
of the night before," he discovers that the sound of water which disturbed his
sleep comes from an artificial water fountain "spout[ing] five or six columns of
water, like fireworks" (178, 351). It prompts him to think of his distress over
Kiyoko the night before, which "might turn out to be as dreary a thing as the
fountain," "if he went to the root of the matter" (178, 351).

Tsuda's

Meeting with Kiyoko

Tsuda

finally succeeds in arranging a visit to Kiyoko that afternoon. He sends
a short explanation on his name card that it is a present
from Mrs. Yoshikawa. Again, by using Mrs. Yoshikawa's name he tries to legit¬
imize the purpose of his errand and to take precautions against Kiyoko's possible
rejection. He hears from his maid that "Mrs. Seki" (Kiyoko) has acknowledged
the receipt of his present and is presently waiting for him in her room. Upon en¬
tering her suite, he notices that the room has been rearranged to anticipate a very
formal guest, with silk pillows placed on the opposite sides of a "rectangular bra¬
zier" (183, 363), as if to maintain a ceremonious distance between them.
In contrast to her apparent confusion the night before, she receives Tsuda
with complete composure. In response to his question, she talks about her hus¬
band with an ease which Tsuda finds somewhat disappointing. Kiyoko is calm
the basket of fruit with

and casual, and her behavior is often "awkward," or even childish, with no trace

of

giko, quite the opposite of the quick-witted Onobu's behavior (183, 364). In

fact, Kiyoko is the antithesis of Onobu at least in appearance, as Tsuda reflects.
who gave him not an inch of leeway. And [she]48 also was so consti¬
margin for relaxation herself. She would simply employ all of her de¬
vices at will wherever and whenever she wished. He would always be forced to assume a
passive role. And he would have to endure the tension and effort of doing battle with her.
But when he had to deal with Kiyoko, an entirely different mood emerged. The line of ac¬
tion was immediately reversed. For she always took her cue from him. Therefore, when he
had to deal with her, he could always function positively. And moreover he did so with great
ease. (185, 367)
O-Nobu
tuted

48

was a woman

as to

have little

Viglielmo translates "he," Tsuda,

as

the subject of this sentence, which is

a

misinterpretation.
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In other words,

Kiyoko has a certain Snow White quality that attracts patriarchal
a strong need to feel that they are taking the lead. She appears
trusting, "natural" and "innocent." The question, however, is whether she is ac¬
tually as "innocent" as she seems. Is she really a Snow White, or a "saintly
woman" (seijo) as has been contended by many Japanese male critics? Or as Oe
Kenzaburo claims, by virtue of this "saintly" attractiveness, can Kiyoko func¬
tion as the temptress in the world of darkness, who is to lead Tsuda astray? As
far as her relationship with Tsuda is concerned, I am inclined to believe that she
men

who have

is neither

submissive Snow White, nor a temptress.
Her decision to desert Tsuda despite Mrs. Yoshikawa's patronage
a

and to mar¬

ry another man seems as definite and conscious an action as Onobu's marrying
Tsuda. With Tsuda's social acceptability guaranteed by Mrs. Yoshikawa, this re¬

jection could not have been anything but solely her own. It is apparently a result
of her evaluation of his personality, which is clearly reflected in her remarks
about him. When asked by Tsuda why she suspected that his encounter with her
the night before was an ambush, she replies that "the reason's very simple": "It's
just that you're the kind of person who'd do that sort of thing" (186, 370-71).
Pressed by his protest not to think so lightly of him, she quietly insists that "but,
as I see you, that's the sort of person you are, so I can't help it" (186, 371). Even
though she gives in to Tsuda's contention that he could not possibly have known
when she would take her evening bath, and therefore, it was surely an accident,
she has unequivocally expressed her opinion of Tsuda—that he is quite capable
of doing "that sort of thing" when circumstances allow it. And in fact, that is
exactly what he has done in coming to the hot spring.
I do not think it is far-fetched to argue that it is this sort of manipulativeness
in Tsuda and Mrs. Yoshikawa at crucial moments that eventually alienated Kiyo¬
ko and prompted her desertion. One cannot overemphasize the importance of
this act of defiance, which has curiously escaped the scrutiny not only of Mrs.
Yoshikawa but of Japanese critics in the past. As the narrator says, "Kiyoko the
traitress, on that point, [is] more fortunate than the loyal Onobu" (183, 364).
Kiyoko seems to be endowed with a talent for speaking with the mild inflections
of Snow White and acting with a suavity that somehow deafens the listener's ears
and blind his eyes to the underlying implications of her opinions and actions
(even when "treacherous").49 By the magical efficacy of her talent, her giko is
49 Hiraoka Toshio expresses

his "pro-Kiyoko" stand by agreeing with Kato Jiro's argument that the
"brightness of faith and peace" in Kiyoko's eyes in this last scene represents a beauty of "a trust placed
in one man" which was an unattainable "bliss" for Soseki. See "Meian: Shin to heiwa no kagayaki,"
132, 134. His statement represents a typical Japanese view which idealizes Kiyoko.
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made invisible. It is

only if one listens attentively to her voice and observes her
carefully that her "real" viewpoint becomes audible and visible.50
The basket of fruit which Tsuda has cleverly made out to be a present intend¬
ed for Kiyoko, in effect confirms his unsevered tie to Mrs. Yoshikawa and will
most likely function as a symbol of the meddling that Kiyoko has protested
against in marrying Seki. Kiyoko quietly and graciously accepts the gift and
starts peeling an apple for her guest and herself. Urged by the anxious Tsuda,
she brings a piece of the apple to her mouth. Even if she eats it, which she must
do for the sake of social propriety, she is hardly a Snow White who will let her¬
self be poisoned by the venom of the apple. She is a Queen disguised as Snow
White, who knows how to remain unaffected by the poisonous apple.51 She will
not be manipulated by Mrs. Yoshikawa's willful scheme this time either. Con¬
trary to Oe's view that the basket of fruit is a symbolic baton passed from Mrs.
Yoshikawa to Kiyoko, by which she is assigned to take over Mrs. Yoshikawa's
role in the world of "darkness," I believe that it will come to signify Kiyoko's
quiet but firm rejection of Tsuda as well as of Mrs. Yoshikawa.
As Kobayashi has predicted, Tsuda will be fighting a "vain, losing battle,"
not with Kiyoko or with Onobu, but with himself in the world of "darkness." In
fact, Kobayashi's prosecuting voice becomes internalized in Tsuda's conscious¬
ness and continues to pursue him as he prepares himself to arrange a meeting
with Kiyoko (181, 359). Despite some lucid intervals, as when he discovers the
artificial source of the distressing sound of the water in the garden, his struggle
may last for some time to come. As for Onobu, she may find an opportunity to
make good use of her courage in fighting Mrs. Yoshikawa, who will surely con¬
tact her deliberately to let her in on Tsuda's secret. As she has explicitly con¬
veyed to Tsuda at the clinic, if it turns out that Onobu is not suspicious enough
of Kiyoko's existence, she "can think up any number of things at that time to
take care of such a situation," so that she can torment her with the agony of
doubt and uncertainty (138, 262). With the novel abruptly breaking off at this
point, there is no knowing, however, when and how Tsuda wakes up from his
nightmare, if he does at all, and when or how Onobu's confrontation with Mrs.
Yoshikawa eventually affects Tsuda and Kiyoko.
manners

50 Besides her not too
da

flattering remark about Tsuda's personality, she has given a number of hints to Tsu¬

escape at the top of the stairs, the formal rearrangement of the room, her considerate
references to her husband Seki, and her avoidance of an eye contact with Tsuda, to name some exam¬

already; her

ples.
51

A social code does not allow her directly to turn down the offer of an apple. She must pretend to accept
it without letting it poison. This trick is a survival technique many women in her situation would use
and is

exactly what Kiyoko did when she betrayed Tsuda and Mrs. Yoshikawa earlier.
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The Shosetsu and Shishosetsu Discourse
Since my formal analysis
nected with the changing

of Kdjin and Meian is in variously ways closely con¬
vision of how modem Japanese literature should be
read, I will summarize some of the major arguments in the recent debate on the
novel, the shosetsu, and the shishosetsu. Inspired by anti-eurocentric critical de¬
velopments in the 1970s and 1980s, many critics have reexamined the theoret¬
ical premises underlying their efforts to understand Japanese literature, partic¬
ularly modem texts. More than any other genre, the modem novel has been
under critical scrutiny because of its "hegemony,"1 and the practice of consider¬
ing the shosetsu uncritically as a Japanese equivalent of the novel has been
called into question. Recognizing the historicity of the modem European novel,
recent critical studies have emphasized the specificity of both the modem novel
and the shosetsu in terms of their "origins" and forms, and the unfortunate im¬
plications of the tendency in the past to regard Japanese literature as ultimately
"developing" into the Western model.
As already mentioned, Karatani Kojin's 1980 book, Nihon kindai bungaku
no kigen, was one of the first Japanese attempts to dismantle the eurocentric pic¬
ture of the modem in Japanese literature. Among American Japanologists,
Masao Miyoshi was one of the earliest proponents of an anti-eurocentric view,
and has repeatedly warned against the Western hegemonism lurking behind at¬
tempts to impose novelistic standards on Japanese texts. In his 1991 essay titled
"The 'Great Divide' Once Again: Problematics of the Novel," he calls attention
to the continuity, rather than to the discontinuity, of the native narrative features
1

As is well known, the notion that the rise of the

nineteenth-century European novel is closely connect¬
of the modern individual, and that the "properly" modern novel therefore is a
necessary cultural product of any modernized nation had long influenced critics' assessment of mod¬
ern texts including those of non-European origins (See Ian Watt, The Rise of the Novel). This privileg¬
ing of the novel, its "hegemony," based on an European model has been criticized in the last several

ed with the emergence

decades.
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of the shosetsu, which existed "both before and after the

opening of Japan to the
West."2 Examining the formal aspects of the Japanese shosetsu in terms of plot,
character, narrative point of view, and textuality, he lists a number of native
characteristics that

sharply distinct from those of the Western novel, and
critical question: "How does one explain this form [shosetsu] that is in¬
different to coherence, strings together episodes and anecdotes, has few interiorized characters, has radically undifferentiated points of view, and has a verbose
surface, and yet is adamant in insisting on honesty?"3 His own conclusion
seems to be that the shosetsu cannot be equated with the modern novel and that
it has in the past been erroneously regarded "as a species of novel."4
This anti-eurocentric literary climate seems to have generated a Western in¬
terest in the shishosetsu, which had earlier escaped the serious attention of the
mainstream Japanese critics.5 Since the late seventies, an increasing number of
studies of shishosetsu writers, such as Shiga Naoya and Dazai Osamu, have
been published. Aided by an interest in narratology as a method, many valuable
works on the shishosetsu were produced, among which are Irmela HijiyaKirschnereit's Selbstentbldjiungsrituale (1981), Barbara Mito Reed's "Lan¬
guage, Narrative Structure, and the 4Shosetsu'" (1985), and Edward Fowler's
The Rhetoric of Confession (1988).6 Two of the most important characteristics
of the shishosetsu they have identified are what Edward Fowler calls the "myth
of sincerity" and "single-consciousness narration": the former refers to the Jap¬
anese distrust of fiction and consequent preference for accounts of the author's
"sincere," unmediated self-disclosure; and the latter refers to the tendency of the
are

poses a

2 Masao

Miyoshi, 'The 'Great Divide' Once Again," 46. For a discussion of the lineage of Japanese
"Against the Native Grain," Off Center, 18-35.
Divide' Once Again," 46.
Masao Miyoshi, "Against the Native Grain," Off Center, 28.
In the self-critical climate following Japan's defeat in World War II, critics such as Hirano Ken and
Nakamura Mitsuo, under the influence of Kobayashi Hideo, denigrated the shishosetsu as a product
of "feudalistic mentality" which lacked a "modern" impulse to create a properly "socialized individ¬
ual" (shakaika shita "watashi"). See Suzuki Sadami's discussion of the impact that Kobayashi

modern prose fiction, see his
3 Masao Miyoshi, "The 'Great
4

5

ron had on the evaluation of the shishosetsu in the 1940s and 1950s (Suzuki
Sadami, Nihon no bungaku o kangaeru, 231-37). In her preface to the English translation of her book
on the shishosetsu, Irmela Hijiya-Kirschnereit calls the paucity of critical materials on the shishosetsu

Hideo's 1935 Shishosetsu

an

after-effect of the

negative appraisal of the shishosetsu in the post-war

era

{Rituals of Self-Revela¬

tion, ix).
6

Hijiya-Kirschnereit's work was published in Japanese as Shishosetsu: Jiko bakuro no gishiki in 1991,
English as Rituals of Self-Revelation: Shishosetsu as Literary Genre and Socio-Cultural Phe¬
nomenon in 1996. In an attempt to present a comprehensive view of the shishosetsu as a literary genre,
she uses communication theory, genre and reception theories as well as narratology. Although not a
work on the shishosetsu, Narae Mochizuki's "The Speaker's Point of View in Modern Japanese Nar¬
rative" (1985) also offers an interesting analysis of the effect of the Japanese language on writing.
and in
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with the voices of the protagonist and the author.7
"single-consciousness narration" in terms of the cultural and
social context of the Japanese "writer-reader" relationship, which in the
shishosetsu tradition is strongly characterized by an emphasis on an author's
"unmediated" presence in the text. For both author and reader, "reality in liter¬
ature stemmed largely from the narrator's ability to speak in literally the same
voice as the hero and thereby invite reader identification."8 By illustrating the
styles of narration peculiar to the shishosetsu, they have demonstrated that the
shishosetsu has features that are distinct from these found in the narrowly de¬
fined Western novel, and that the shishosetsu has been unjustly judged as lack¬
ing certain Western qualities by both Japanese and Western commentators in the
narrator's voice to merge

Fowler discusses

past.9
What

seems

to be the case with

some

of these studies, however, is that in their

attribute the peculiarities of the shishosetsu mode to the Japanese
language and native epistemology, they seem to move toward linguistic and cul¬
tural determinism. In fact, they come close to suggesting that all prose fiction
written in Japanese necessarily displays certain shishosetsu features, conse¬
quently subsuming variations within both the shishosetsu and the shosetsu. Ed¬
ward Fowler, in particular, has followed Miyoshi's lead and emphasizes those
"native" features of the shosetsu that are distinctly unlike those of the modern
novel. He states in the introduction of his book that his main objective is to "dis¬
tance shosetsu from 'novel' while collapsing the perceived distinctions between
shosetsu and shishosetsu."10 And yet, he provides little evidence in the rest of
the book to indicate that the "perceived distinctions" can indeed be collapsed.
At one point, Fowler stresses the fact that Soseki was "far and away the most
popular writer of his time."11 But, if the Japanese distrust in fictionality ("medi¬
ation") is such that general readers have always wanted to read "sincere" disclo¬
sures of the writers' personal experiences, how does one account for Soseki's
eagerness to

7 For his discussion of the

Japanese myth of "sincerity" and "authenticity,"

see

The Rhetoric of Confes¬

sion, 64-69; for his discussion of "single-consciousness" narration, 41. Hijiya-Kirschnereit treats the

10

phenomenon in terms of two key elements, "factuality" and "focus figure." For the former, see
of Self-Revelation, 174-79, for the latter, 179-92; see also 269-95, where she discusses the
therapeutic effect of supposed "sincerity" in shishosetsu writing.
Edward Fowler, The Rhetoric of Confession, xxiv.
Narrowly defined novelistic features found in the nineteenth-century realist novel, such as a strong
narrative authority, tightly structured plot, and a critical distance between the voices of the narrator and
the characters are rarely found in shishosetsu.
Edward Fowler, The Rhetoric of Confession, ix.

11

Ibid., 140.

same
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popularity? Even Soseki's most autobiographical work, Michikusa (Grass
the Wayside, 1915) is a far cry from an "unmediated" self-disclosure.12

on

Likewise, Reed concludes that the "difference between shishosetsu and
shosetsu is

matter of

of kind" and that the characteris¬
Japanese shosetsu and shishosetsu
alike";13 but by not including sufficient analysis of the shosetsu, her argument
is not so convincing. Reed argues that the use of -ru and the sense of immediacy
in Soseki's "Rondon to" (The Tower of London, 1905) "underlines the fact that
the shishosetsu is not radically different from the shosetsu." "Rondon to" is con¬
sidered a sanbunshi (prose poem) in Japanese,14 however, and it is rather mis¬
leading to use it as a primary example of the shosetsu.
Even in Masao Miyoshi's insistent warnings against equating the shosetsu
with the novel at all, one can see a similar tendency to conflate the shishosetsu
and shosetsu.15 The question can be asked, as Janet Walker aptly points out, "if
the shosetsu that... non-shishosetsu writers wrote were shaped by the same Jap¬
anese language" and the native epistemology that "forced the single-conscious¬
ness narrator on the shishosetsu, how was it possible that they, or any Japanese
writer, escaped these linguistic" and epistemological pressures?16 Neither Reed,
Fowler, nor Miyoshi addresses this question in their studies. As has been point¬
ed out by one of Miyoshi's reviewers, Louis Allen, too great an emphasis on the
distinctly "different" native forms in the Japanese shosetsu, or shishosetsu for
that matter, is bound to move toward "particularism": "Masao Miyoshi...
comes very close to particularizing an approach to Japanese literature that is
bound to remind the reader of certain Nihonjinron presuppositions, however
much more sophisticated Miyoshi may be (is)."17
a

degree rather than

tics of the shishosetsu

12 As

14

15
16

17

one

"true of the

Egusa Mitsuko points out, the "relativist" (sotaishugi) method of narration in Michikusa has been
by many critics, most notably by Aihara Kazukuni (Egusa, "Michikusa no ninshin, shussan o
megutte," 103). Michikusa is generally acknowledged to be very unlike shishosetsu. For an interesting
comparison of the birth scenes in Michikusa and Shiga Naoya's Wakai (Reconciliation, 1917), see
Egusa, "Michikusa no ninshin, shussan o megutte," 110-13.
Reed, "Language, Narrative Structure, and the 'Shosetsu', " 269.
Ibid., 253. For a discussion of the language in "Rondon to," see Okada Hideo, Kindai sakka no hyogen
kenkyu, 52.
Masao Miyoshi, "The 'Great Divide' Once Again," 49.
Edward Fowler's The Rhetoric of Confession, reviewed by Janet Walker in Journal of Japanese Stud¬
ies, 452. In contrast to Reed, Edward Fowler and Masao Miyoshi, Hijiya-Kirschnereit concentrates on
defining the shishosetsu as a genre and does not argue that shishosetsu features extend to all of
shosetsu (Hijiya-Kirschnereit, Rituals of Self-Revelation, 171-72).
Masao Miyoshi's "Against the Native Grain," in Postmodernism and Japan, reviewed by Allen in
Japan Forum, 385.
studied
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Not everyone

engaged in an anti-eurocentric project resists equating the
as insistently as Miyoshi does, however.18 Arguing that
"literary (and cultural) genres and texts are the site of active struggles and con¬
flicts" often fraught with contradiction, Mary Layoun, in her Travels of a Genre,
seems to work toward a more generic notion of the novel that encompasses re¬
gional, cultural and linguistic variations in both the first and third worlds. While
acknowledging the specific origin and nature of the modern European novel, and
the fact that the import of the "hegemonic narrative technologies" of such novels
is bound to meet "counterhegemonies" in the third world, she emphasizes that
such "oppositional narrative practice
does not necessarily refuse the novel."19

shosetsu with the novel

...

If there

singularly definitive and "natural" novel in West Europe, there was certainly
singular and monolithic "Third World" cultural response to the novel. Instead, the novel
in other cultures has multiplied and reentered the center as plural challenges—literal ob¬
jects—"thrown across" the path of a hegemony that likes to characterize itself as equally
was no

no

multiple.20

Emphasizing as she does the specific variations within the third world novel, she
nevertheless postulates one qualification for the genre novel—that there must be
"an organizing view that the novel proposes, modulated and modified though it
is, that does distinguish the modern novel from earlier narrative forms—from
epics, folk tales, the lyric poem, salon drama, historical chronicles, or even from
the picaresque novel."21 Layoun's argument does not help us solve the problem
of the relationship of the shishdsetsu to the shosetsu, however.
Tomi Suzuki, in her recent book, Narrating the Self{\996), throws new light
on the ongoing debate on the status of the shishdsetsu, which she calls the I-novel, even though she does not directly address the issue of a genre. Suzuki argues
that the current standard characterization of the "I-novel"
and

unique form of modern Japanese literature" is

"discourse"

or

"meta-narrative" that reveals

more

as

"the most salient

a retroactively constructed
about the expectations and

beliefs of the readers and the critics than about the actual "I-novels" them¬

selves.22 It is "the reader's expectations concerning, and belief in, the single
identity of the protagonist, the narrator, and the author of a given text" that "ul18 As
19

already mentioned, Karatani's definition of "the novelistic" does not exclude the shosetsu either.
Layoun, Travels of a Genre, 12, and 11.

20 Ibid., 12.
21 Ibid., 7-8. A new category

of "Third World" novel, as opposed to a hegemonic "Western" novel, is not
entirely unproblematic. However, she does point out that the "Third World" is a "nongeographical co¬
ordinate," designating "the abstraction of relative relationships of power" with the West (Travels of a
Genre, 12).

22 Tomi Suzuki,

Narrating the Self, 1.
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timately make a text I-novel."23 Considering the shishosetsu primarily a "read¬
ing mode," she goes so far as to state that the "I-novel" is not a genre "that can
be defined by certain referential, thematic, or formal characteristics" and that
"any text can become an I-novel if read in this mode."24
Suzuki's book gives a timely warning to the exponents of the shishosetsu
mainstream theory,25 even if not necessarily in the way she herself has perhaps
intended. Her major thesis in the book that the shishosetsu discourse is a pow¬
erful literary and cultural meta-narrative rather than an objective description of
the shishosetsu as a genre is interesting inasmuch as it gives one an opportunity
to reflect on the nature of any discussion of literary history in a given tradition.
It does not, however, give any "new" clue to the nature of the shishosetsu as a
genre (nor does it intend to, because she does not recognize it as a genre).

Out of the Vicious Circle of Genre
Anyone who goes on about "autobiography" (or about any literary genre whatever) is
obliged to confront the problem of the definition, if only in practice, by choosing what to
talk about. Like periodization, the generic definition seems to pose a kind of insoluble prob¬
lem, a sort of vicious circle: impossible to study the object before having defined it, impos¬
sible to define it before having studied it.
It matters little how we get into the vicious cir¬
cle. It's all part of the same merry-go-round.26
...

Intended

partly as self-criticism of his own efforts to define autobiography in
widely quoted essay, "The Autobiographical Pact," Philippe Lejeune
warns us that both writing autobiography and defining it should be taken more
as a matter of belief and ideology than as an objective observation of facts.
"Telling the truth about the self' is a "fantasy,"27 and he seems to accord the
same category of "magic" to any discussion of the endeavor to tell the truth
about the self. However, he nevertheless reminds us that "in spite of the fact that
autobiography is impossible, this in no way prevents it from existing,"28 and he
ultimately confesses to sharing the "desires and illusions"29 of autobiographers
his earlier,

23 Ibid., 6.
24 Ibid., 6.

25 I refer to those who argue

that all shosetsu display shishosetsu features because of the Japanese lan¬
and the native epistemology.
Lejeune, "The Autobiographical Pact (bis)," 121.
guage

26

27 Ibid., 131.

28 Ibid., 131-32.

29 Ibid., 133.
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those of literary historians. Rather than renouncing autobiography
criticism, he thus reiterates his belief in the functionalist approach to
the genre, although somewhat modifying his earlier overly formalistic method.
He emphasizes instead the importance of dissociating historically variable fac¬
tors in the discussion of autobiography as a genre. Genres are historical phe¬
nomena in the sense that the historical experience of them can be verified. They
make sense as categories only when the specific ideological and "historical
field" in which they were produced are taken into account.
As many post-structuralists have repeatedly warned us, writing, which we
are all forced to resort to in critical discourse is a "necessary evil,"30 which always-already places the author in a position of meta-narration. Writing in this
sense is necessarily a "retroactively constructed discourse" at one level; and un¬
wittingly contributing to the creation of an ideologically charged, mythical dis¬
course, for which Suzuki implicitly criticizes Japanese critics, is not so much a
problem for shishdsetsu critics in particular as for literary critics and historians
in general, or for anyone seriously engaged in writing for that matter. As Lejeune reminds us, "we indeed know all this," and he continues to write not with¬
out a sense of irony that "once this precaution has been taken, we go on as if we
did not know it,"31 both with the impossible task of telling the truth about the
self, and with that of defining that autobiographical act. We all seem to have the
deep-seated propensity to hop onto the same "merry-go-round," leaving us,
however, the choice of how we get onto it. In the case of the debate on the shi¬
shdsetsu, the best way of getting onto "the merry-go-round" might be to ac¬
knowledge the ideological status of the shishdsetsu discourse and disassociate
the historical variables from the formal aspects of the genre (which Suzuki's
project partly achieves), without however, denying the formal constituents of
as

as

and genre

the shishdsetsu.
What is most valuable in Suzuki's arguments in the context of my discussion,
therefore, does not lie in her warning that the shishdsetsu as a genre exists on
the level of discourse, but lies elsewhere. In her attempt to prove that the

shishdsetsu discourse is

"reading mode," she uses narratological methods to
modern narratives that run counter
to, or "problematize" or "subvert" in Suzuki's words, the provisionally posited,
generic features of the shishdsetsu.32 She astutely draws attention to the fact that
a

illustrate certain formal features of Japanese

30 Norris, Derrida, 97.

31

Lejeune, "The Autobiographical Pact (bis)," 131.
Narrating the Self, 11.

32 Tomi Suzuki,
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those works considered the most

representative "I-novels" have a much
complicated narrative structure than what is often subsumed by "singleconsciousness narration." Examining Tayama Katai's Futon (The Quilt, 1907),
Shimazaki Toson's Haru (Spring, 1908), and Shiga Naoya's An'ya koro (A
Dark Night's Passing, 1921-37), she contends that "the voice and perspective of
the protagonist do not necessarily overlap with those of the narrator, who does

even

more

not have to be

identified with the

author."33 She thus demonstrates the usefulness

narratology as a tool, as she acknowledges in her epilogue,34 which presup¬
certain identifiable formal features of the texts in question. In so doing, she
inadvertently illustrates that "objectively" recognizable formal features of the
texts do matter, and this makes her earlier statement that "any text can become an
I-novel if read in this mode" rather problematic.
In "The Autobiographical Pact (bis)," Lejeune offers a corrective to his ear¬
lier tendency to overestimate the power of the "autobiographical pact" and elab¬
orates on many other factors that eventually condition the reader's reactions.35
It is the combined effect of style, content, and certain narrative techniques sup¬
ported by the author's knowledge of "readerly" reactions that incites a certain
mode of reading from the readers. A certain aspect of the combined effect of
style, content, and narrative techniques can be "formally" defined, however dif¬
ficult the problems that drawing borderlines inevitably poses. It should be point¬
of

poses

ed out

moreover

that the overall effect of narration in the shishosetsu that many

shishosetsu critics have tried to describe

depends much more on distinct textual
autobiographical novel in general. The formal
range of the autobiographical novel is much broader than that of the shisho¬
setsu. The shishosetsu requires that the text not only focus on someone's life
history, but also manifest "single-consciousness" narration, which is a textual
feature, and which cannot be explained solely by the reader's expectations, or
by the referential "faithfulness" of the text.
While arguing that the shishosetsu exists primarily as a "reading mode,"
Suzuki herself seems to acknowledge a "specific formal characteristic" that in¬
vites such a "reading mode" when she writes: "Such a (shishosetsu) reader sees
the referential 'faithfulness' of the text or a specific formal characteristic (such
as single-voiced narrative presenting a single consciousness and following the
chronological order of the 'author's' life), or both, as signs of the author's I-novfeatures than in the

case

of the

33 Ibid., 5
34 Ibid., 185.

35

Lejeune, "The Autobiographical Pact (bis)," 126.
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here then that the so-called narcological peculiar¬
some critics have misleadingly attributed to the
whole of shosetsu are specific characteristics of some of the shishdsetsu, even
though they are far from being found in every shishdsetsu or shosetsu, as Suzu¬
ki's analysis has shown.
argue

ities in the shishdsetsu which

Suzuki's reliance

on

the examination of formal features of the texts in order

that the genre distinction is a "meta-narrative" leads me to think of
Gerard Genette's distinction between "mode" and "genre" that I have already
to prove

quoted in the Introduction: "What

we call 'genres' are best described as the in¬
tersections of certain modes of enunciation," which are relatively constant, and

historically determined.37 There is
why the definition of a "thematic" aspect of the genre, shishdsetsu,
should not include a historically constituted "reading mode" encouraged by cer¬
"certain thematic concerns," which are more

no reason

tain stable, formal as well as thematic commitments of the text. The shishdsetsu
discourse has

undoubtedly been constituted "historically," as Suzuki points out,
explain everything about the shishdsetsu.

but the shishdsetsu discourse does not

There

are

differences in narrative form

as

well

as

in thematic structure that dis¬

tinguish Soseki's Michikusa from Shiga Naoya's An'ya koro for example, and
that make it difficult to discuss Michikusa

as a

shishdsetsu,38

As Suzuki
on

er,

warns us, one should recognize the danger of uncritical reliance
narratological method in determining the nature of texts. I maintain, howev¬

that there

are

"identifiable textual features" in the shishdsetsu that encourage

the shishdsetsu "mode of

reading" and interpretation, and that these features
literary genre to be studied. We should not forget the
achievement of the shishdsetsu discourse in positing a certain structural model
that was the point of departure—either to agree or to disagree—for many inter¬
esting studies, including Suzuki's book.39 No doubt, Suzuki's discussion of the
I-novels greatly benefited from the "comprehensive structural model based on
make the shishdsetsu

36 Tomi Suzuki,

a

Narrating the Self, 6.

37

Genette, The Architext, ix.
38 As it is well known, Botchan, the first-person narrative, draws on Soseki's experience as a high-school
teacher in Matsuyama, and yet no one considers it a shishdsetsu. This is not because readers expect it
not to be a shishdsetsu, but because the formal structure of Botchan does not encourage a shishdsetsu
mode of reading, as we shall see later.
39 In defense of the genre theorists, it is important to

remember that the study of genre is a very particular
enterprise, which should be distinguished from the study of specific texts. See Todorov, The Fantastic,
3, where he writes: "When we examine works of literature from the perspective of genre
we dis¬
cover a principle operative in a number of texts, rather than what is specific about each of them. To
study Balzac's The Magic Skin in the context of the fantastic as a genre is quite different from studying
this book in and of itself, or in the canon of Balzac's works, or in that of contemporary literature."
...
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reconstruction and

synthesis of earlier Japanese definitions and evaluations of
Hijiya-Kirschnereit carefully formed in 1980.40
Categories of narratology, such as first-person or third-person narration, and
"single-consciousness" or "multiple-consciousness" narration, which have been
used to analyze peculiarities in the shishosetsu and the shosetsu, are still useful
if one understands them to be flexible and provisionally defined sets for analy¬
sis. These categories are only an idealization of a particular set of linguistic prac¬
tices that, in dealing with "real" texts, must be redefined in accordance with spe¬
cific social-historical conditions. As Hijiya-Kirschnereit, Mito Reed, and Fowler
have demonstrated, simple dichotomies between first and third-person narra¬
tives, the explanatory power of which most classical theorists of Western narra¬
tology overestimate,41 do not do justice to the complexities of the narrative struc¬
tures of many shishosetsu or shosetsu. That such a discovery could not be made
without using these categories is a strong proof of their usefulness.
Some of these shishosetsu studies, as already noted, are limited by their par¬
adoxical "idealization" of the discovery that Japanese narratives lean toward
"single-consciousness narration" regardless of the pronoun used in narration
(this formula of "single-consciousness narration" applies only variously to a
handful of shishosetsu writers). Ascribing this phenomenon to the power of the
Japanese language and epistemology only contributes to creating the illusion
that there is a homogeneous Japanese language and culture. Particularizing an
approach to modern Japanese literature does not help us break through cultural
boundaries any more than universalizing one does.42 The most effective way to
a

the I-novel" that

40 Tomi Suzuki,
41

Narrating the Self, 9.

This includes Genette's

own

system of narratology, which tends to overemphasize the importance of

"enunciative" modes, such as

homodiegesis, heterodiegesis and autodiegesis. As I will discuss later,
Japanese narratives, these distinctions are not automatically derived from the grammatical subjects.
Soseki's experiments with various possibilities of narration also demonstrate that narrative features
such as "single-consciousness" or "multiple-consciousness" narration are the effect of the sum of both
thematic and modal commitments of the given text rather than an automatic result of a particular use
of personal pronouns.
Using autobiography as an example, Lejeune appropriately reminds us of three "optical illusions" that
are "at the heart of the idea of genre," which I believe are variously applicable to many arguments on
the shishosetsu and the shosetsu I have noted in my discussion. The first is "the illusion of eternity" in
which one overestimates the continuity of a certain transhistorical formal or thematic element (such
as the Japanese indigenous way of narrating, or belief in sincerity); the second is "the illusion of the
birth of genre" in which one overestimates the discontinuity in literary history (such as the birth of the
entirely new genre, shosetsu, in the Meiji period); and the third is the illusion of theory, in which one
overestimates the power of theory by rigidly idealizing genre definitions. As a part of the solution to
the problem of these illusions, he proposes "the concept of horizon of expectations" which move with
the historical variables in the development of a given genre (Lejeune, "Autobiography and Literary
History," 143-47).

in

42
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overcome the barrier of particularism and universalism may be to make an ex¬
haustive survey of the ways in which individual texts are bound within social
and linguistic specificities of a particular historical period.

Before

conducting a narratological analysis of the actual texts, however,
provisional remarks on the issue of genre may be in order here. As already
mentioned, while making it clear that thematic components of a genre are more
culturally and historically conditioned, Genette argues that there are certain
constant and transhistorical themes, such as love and death. In agreement with
Philippe Lejeune, Genette considers autobiography "historical" in the sense
that it is "a relatively recent genre."43 He nevertheless points out that "this def¬
inition—combining features that are thematic (the growth of a genuine individ¬
ual), modal (a retrospective autodiegetic narration), and formal (in prose)—is—
strictly atemporal."44 He adds in a footnote that "historicity of course enters
the picture as soon as one supposes that the ideas of becoming and of personal¬
ity are inconceivable before the seventeenth century; but this (hypo)thesis re¬
mains external to the definition proper."45 In the case of the shishdsetsu, "histo¬
ricity enters the picture" as soon as the Japanese shishdsetsu discourse
designates a specific "reading mode" or a Japanese notion of selfhood, "but this
(hypo)thesis remains external to the definition proper," to borrow Genette's
words. Some shishdsetsu critics may understandably find eurocentrism lurking
behind Genette's claim that the "growth of a genuine individual" is atemporal.
What comes across clearly, however, is his idea that there is undeniably an
atemporal aspect to the emergence of self-conscious narratives such as autobi¬
ography.
In this sense, Dennis Washburn's recent book on modernity in literature of¬
fers the debate over genres in modern narratives an interesting context. In an
effort to reinterpret the modern in Japanese literature in terms neither exclu¬
sively Western nor Japanese, Washburn takes a step toward "universalizing"
the notion of the modern. Considering the modern as a formal and shaping el¬
ement of all narratives rather than something which partakes of a particular cul¬
tural value specific to the West, he focuses his study on how Japanese authors
appropriated their own narrative traditions to deal with a sense of discontinuity.
"To be modern is to possess a heightened sense of the significance of one's
present moment," which necessarily creates tension with one's tie with the
some

...

43 Genette, The Architext, 79.
44

Ibid., 79. Genette's clear-cut distinctions between the thematic, the modal and the formal

tirely unproblematic.
45 Genette, The Architext, 79-80.

are not en¬
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past.46 A perpetual "hide and seek"

game

between modernity and history,

present and past, set in motion by a sense of discontinuity constitutes an inher¬
ent element of the narrative process,

and in this "narrow sense," Washburn ar¬
"all literature is modern."47 By focusing on the "inward turn" any "mod¬
ern" writing necessarily takes, he liberates both shosetsu and shishosetsu from
the overtly deterministic constraints of a particularly Japanese form of self¬
hood or of the Japanese language.
If we agree that all "modern" narratives share certain formal features which
cut across cultural differences, it is perhaps pointless to argue whether there are
(or even can be) "novels" outside the West. It is perhaps more constructive to
see the shosetsu as a species of novel and the shishosetsu as a species of auto¬
biographical novel with a set of specific and historical thematic commitments,
which are nevertheless all motivated by the "modern" impulse of self-conscious
narration. As already noted, Suzuki's examination of the shishosetsu demon¬
strates that the shishosetsu, even if not intended to by its authors, problematizes
the shishosetsu mode of writing as well as reading. Contrary to the claims of the
shishosetsu mainstream theorists, this seems to suggest that it is the shishosetsu
that displays certain features of the shosetsu rather than vice versa. However
hard shishosetsu writers try to make "sincere" confessions, as soon as they
write, their confessions must necessarily be exposed to all the pitfalls of narra¬
tive treatment, and therefore, never "sincere." In this sense, it is even possible
to see the shishosetsu writers at the forefront of "universal" rather than "Japa¬
nese" modernity, since they most courageously grappled with the formidable
task of narrowing the gap between thought, reality and writing. It is legitimate
then to argue, as Suzuki seems to suggest, that Japanese writers turned to the
shishosetsu as a result of the more "universally" inward turn they took in the late
Meiji period rather than as a result of their respect for the "indigenous tradition"
that valued sincerity. Rather than "distancing] shosetsu from 'novel' while col¬
lapsing the perceived distinctions between shosetsu and shishosetsu" in Fowl¬
er's words, I would suggest moving both shosetsu and shishosetsu closer to
"novel" without necessarily denying the perceived distinctions between
gues,

shosetsu and shishosetsu.

Soseki, for

writer who examined with

particular interest the so¬
cially and historically set limits of manners of speaking, thinking, and acting by
one, was a

46 Washburn, The Dilemma

of the Modern, 1.

47 Ibid., 13. He takes a cue from Paul de Man's argument

ture,"

as

a

he quotes him in his epilogue (ibid., 266).

that "the appeal of modernity haunts all litera¬
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experimenting with various potentials of the act of narration. He was more self¬
consciously engaged in testing the intersection between the historical and the
universal, as well as in testing the limits of fictional and non-fictional writing
than his contemporaries were. It is in this sense that his whole career as a writer
can be seen as novelistic, as a living exploration of the genre, shosetsu, which
incorporated the most diverse kinds of writings.
Japanese and Western critics have recently examined Soseki's first-person
narratives, earlier neglected by Japanese critics, and demonstrated that the range
of his first-person narratives is impressively broad.48 James Fujii interpreted
Wagahai wa neko de aru (I Am a Cat, 1905-6) as a dialogic construct through
which Soseki protested against the Meiji "subject" created by the genbun itchi
movement. Jay Rubin and Komori Yoichi have examined the avant-garde nar¬
rative features of Kofu (The Miner, 1908). Mito Reed used "Rondon to" to sup¬
port her argument that the difference between the shosetsu and the shishdsetsu
is a matter of degree. "Rondon to," which Reed apparently considers a shosetsu,
is written in literary-style (bungo) with undifferentiated points of view, and it
has the same intense immediacy as does the typical shishdsetsu. As we have
seen, in Kojin, the narrator maintains his posture as the restrained second son
despite the first-person narration framework that could allow more candid "con¬
fession." Botchan experiments with a double narrative structure in the first per¬
son, as we

will

see.

Relatively little has been done to
such

as

Meian,

reassess

Soseki's third-person narratives,

however.49 Soseki's conscious experiment in adopting Western

narrative

techniques perhaps makes it difficult to discuss it as congruent with
appropriation of Western
conventions, literary or non-literary. But, his use of third-person narration does
not necessarily contradict his resistance to adopting other aspects of the Western
novel. It can be more usefully viewed as Soseki's unique response to the specif¬
ic historical, social and literary conditions of that particular moment in late
Meiji Japan.
I will use Meian (third-person narration) and Botchan (first-person narra¬
tion) as examples of Soseki's works which I would call "unique" Japanese novhis otherwise stubborn resistance to the wholesale

48

Examples are James Fujii's rereading of Wagahai wa neko de aru (I Am a Cat, 1905-6) in "Contesting
the Meiji Subject"; Jay Rubin's reinterpretation of Kofu (The Miner, 1908) in 'The Evil and the Ordi¬
nary in Soseki's Fiction," and Komori Yoichi's analysis of Kofu in his Dekigoto toshite no yomukoto\
Barbara Mito Reed's examination of "Rondon to" in "Language, Narrative Structure, and the 'Sho¬

49

According to Karatani, it is only in Michikusa and Meian that Soseki adopted third-person narration

setsu'."

in the past tense.
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Between the

Novel, the Shosetsu, and the Shishosetsu

el,

as paradoxical as that may sound. The uniqueness of these works can only
recognized in their deviation from the provisionally posited norm of the nov¬
el.50 I will also examine these works to defend the usefulness of grammatical/narratological analysis not only for what such an analysis yields, but also for
what it fails to yield.
Any grammatical analysis inevitably reveals its insufficiency as the sole
bearer of an interpretative scheme; the text's dependence on rhetoric will imme¬
diately become evident—rhetoric, which is governed by the specific social and
historical conditions pertaining to the production of the text. Attention to gram¬
mar is fruitful only when it reveals the tension between grammar and the exter¬
nal conditions of the text's production in abroad sense (which includes an extratextual intention that determines the rhetorical strategy of the text). The analysis
of Meian is a case study in which grammatical considerations strongly influ¬
ence the narrative structure and rhetorical strategy, whereas the analysis of
Botchan is to serve as an instance of rhetoric working independently of gram¬

be

matical rules.

50 Todorov writes:
to

"Every literary study must participate in a double movement: from the particular work
generally (or genre), and from literature generally (from genre) to the particular
our formulation of a text's specificity automatically becomes the description of a genre,
particular characteristic is that the work in question is its first and unique example" (The Fan¬

literature

work.
whose

...

tastic, 7).

8 Third-Person Narration

in

Meian

Yoshimoto Takaaki characterized Soseki's

style in his later years as "conscious¬
ly motivated by his wish to experiment with narrowing the gap between an En¬
glish prose style and that of Japanese."1 Soseki was apparently most successful
at this in his last, unfinished novel, Meian. Although its initial critical reception
was somewhat mixed, the overwhelming majority of Japanese commentators
have welcomed Meian,

both in form and content,

as a rare

achievement. Kato

Shuichi

predicted in 1948 that Soseki would always be remembered as a great
simply by virtue of having written Meian, a prediction which seems to be
confirmed by Meian's enduring popularity in Japan.2
Some Western critics, however, have reacted negatively to Meian, particular¬
ly to its style, as already noted. Jay Rubin remarks that Meian is "one of the
most tedious exercises in the [Japanese] language."3 According to Edwin McClellan, the "doyen" of S5seki scholars in the West, "there is not a line in Meian
writer

that touches

one

...

And because of the detachment, or the indifference, the

virtuosity that he displays often has the effect of pedantry."4 These ex¬
amples typify the remarks—admittedly few in number—made by Western com¬
mentators on Meian. As negative as their reactions are, I believe these com¬
ments inadvertently prove that S5seki was trying to do something unusually
technical in Meian by deliberately going against Japanese linguistic "con¬
technical

straints."5
I will first

language which
examine the na¬
ture of Soseki's experiment in Meian. Two Japanese linguistic features seem to
have the greatest bearing on writing: one is the strong "aspect" orientation and
are

1

briefly summarize some aspects of the Japanese
said to influence narrative structure so that we can closely

Yoshimoto, and Sato, Soseki teki shudai, 198.

2 Kato Shuichi, "Soseki ni okeru

genjitsu," 189.
Ordinary in Soseki's Fiction," 352.
McClellan, Two Japanese Novelists, 59.
I use the term "constraints" following the general practice in Japanese narratology, but put the term in
quotation because I see them as provisionally posited characteristics of the Japanese language with no
negative or positive value attached to them.

3 Rubin, 'The Evil and the
4
5
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the

correspondingly weak "tense" orientation in Japanese grammar, discussed
extensively by Barbara Mito Reed; and the other is what Narae Mochizuki
terms a "natural subjectivity" in the Japanese language that "excludes the pos¬
sibility of 'speakerless' or 'narratorless,' transparent, omniscient sentences."6
Because of the strong "aspect" orientation, "deixis" is considerably weaker
in Japanese than in English.7 This enables the narrator to shift the focus of a
statement between the narratorial point of view and that of the character in¬
volved without having to make the changes in tense, pronouns, and adverbs that
English requires. Particularly important is the non-deictic nature of Japanese
tense, which means that Japanese has only a time-related tense.8 A -ru form
(present, or non-past) is often used in a past situation because -ru relates back to
the last -ta and signifies only that the action did not take place earlier than -ta.9
This possibility of change from -ta to -ru facilitates the shift of focus from the
narrator to the character. Obviously, the frequent deletion of nominal subjects
(ellipsis) makes such a shift in the point of view even easier.
The non-deictic nature of Japanese tense, combined with the practice of "el¬
lipsis," further implies that the distinction between first and third-person narra¬
tive, between indirect and direct speech, and between narrated and non-narrated
poles of discourse10 are often not very clear. This means that writing in the thirdperson indirect discourse does not necessarily insure the same kind of distance
between the narrator and the characters in Japanese as it does in English, and
that the points of view of the narrator and the characters tend to combine.11 The
third-person narrator, the speaker (author) the narrator represents, and the char6 Reed,

"Language, Narrative Structure, and the 'Shosetsu'," and Mochizuki, "The Speaker's Point of
questionable, and I make a point of putting the term in quota¬

View." To which extent it is "natural" is
tion.
7 "Deixis" relates

expressions of time,

Narrative Structure, and 'Shosetsu',"

person

and place to the time of the narration (Reed, "Language,

60).

8 Ibid., 67.
9 Ibid., 68. Reed refers to Akira Miura's

suggestion that a "more accurate
lier" and "non-earlier" in his "The V-u Form Vs. The V-ta Form," 95.

10 I

use "discourse" in the way Gerard
narrative in the formalist sense.

11

Genette

uses

terminology" would be "ear¬

it in his Narrative Discourse, simply referring to

a

Amanda Stinchecum discusses in detail the unclear border between indirect and direct discourse in

Japanese, in "Who Tells the Tale? 'Ukifune'," 377. She illustrates this by giving five possible English
renderings of one Japanese sentence as follows (378):
Kare wa kyo mata koko ni konai to itta.
He said, "I won't come here again today."
He said, "I won't go there again today."
He said, "I won't come here again tomorrow."
He said, "She won't come here again today."
He said that he wouldn't come here again today.
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voice.12 As already noted, both Hijiya-Kirschinteresting discussions of this phenomenon in
the shishdsetsu with emphasis on its cultural and literary historical context.
Mochizuki's views on "natural subjectivity" in Japanese, the second linguis¬
tic feature mentioned earlier, seem to offer an additional explanation for such a
convergence of the points of view. She argues that because Japanese is "distin¬
guished by a complexity of modal expressions reflecting the undercurrent of the
speaker's attitudes and concerns,"13 every utterance manifests the speaker's sub¬
jective feelings regardless of its grammatical form and, therefore, there is only
a single point of view called "the speaker's point of view" in Japanese. In fact,
much of Amanda Stinchecum's description of the empathic nature of classical
Japanese narrative seems to apply to Mochizuki's analysis of modern narrative.
Stinchecum argues that because of "the force of the linguistic situation and the
difficulty in speaking from a position outside of it in Japanese an impersonal
mode of narration rarely occurs in Heian-period prose."14 She cites honorific
language (keigo) that "reflects an attitude on the part of the narrator [speaker]
toward the characters" as a primary example of such a linguistic situation.15 Ac¬
cording to Mochizuki and Stinchecum, the problem is not just that the point of
view easily shifts between the narrator and the character, but that a reader can
always detect the personified voice of the speaker (the narrator-author) infiltrat¬
ing both points of view.
Thus, Western assumptions about narrative posture do not always hold in
Japanese. If one uses Gerard Genette's system, it implies that it is difficult to
maintain a "heterodiegetic" and "non-focalized" (omniscient) narrative stance
in Japanese.16 Even the third-person narrator who is supposedly situated outside
the story tends to present an empathic "homodiegetic" or, more specifically,
readily merge into a single
nereit and Edward Fowler offer
acter

...

12 In her

study of Chikamatsu Shuko's "Kyuren" (An Old Love), a rewriting in the third person of an
original first-person story, "Kyoran" (Madness), Reed demonstrates that what is formally the thirdperson narrator in "Kyuren" represents in fact the speaker-author's voice with great empathy for the
protagonist (Reed, "Chikamatsu Shuko: An Inquiry into Narrative Modes in Modern Japanese Fic¬
tion").

13 Mochizuki, "The

Speaker's Point of View in Modern Japanese Narratives," 103. Reed, too, discusses
expressions such as the "n-desu" form in the narrative stance ("Lan¬
Narrative Structure, and 'Shosetsu'," 5).

the decisive function of modal

guage,
14 Stinchecum, "Who Tells the Tale?"

380-81.

15 Ibid., 382.
16 A

"heterodiegetic" narrative is one "with the narrator absent from the story he tells," and a "homodie¬
getic" narrative is one "with the narrator present as a character in the story he tells." With a narratorprotagonist, "autodiegesis" represents the ultimate degree of "homodiegesis." The "non-focalized"
narrative is

one

with

an

Narrative Discourse,

"omniscient" narrator, and is contrasted with a limited field of vision

245).

(Genette,
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"autodiegetic" narrative posture with a very restricted field of vision. The nar¬
knowledge then is subject to what the narrating-persona, the "story-tell¬
er" (which the narrator necessarily becomes), can reasonably be expected to
know. The "story-teller" makes conjectures, but is not endowed with any tran¬
scendental power of "omniscience."17

rator's

Both Reed and Mochizuki

seem

to believe that this is and should be the case

with the

Japanese narratorial stance because of the linguistic situation. Fowler
background of the
shishdsetsu tradition with its strong belief in the "author-protagonist-reader"
identification. The question is: because of the linguistic and/or cultural con¬
straints, is such a choice of a specific narrative posture ("heterodiegesis" or "homodiegesis") only theoretically possible in Japanese? Soseki seems to have
spent the last years of his career exploring that possibility.
seems

to attribute it more to the historical and cultural

Narrative Structure in Meian
In Meian,

Soseki generally seems to succeed in presenting a non-focalized (om¬

niscient) and "heterodiegetic" narratorial point of view. Being externally situat¬
describing past events, the narrator in Meian takes advantage of his om¬
niscience18 and the luxury of hindsight. The narrator reflects on the characters'
ed and

behavior and

thoughts in a way that is not restricted by the human limitations of
Japanese narrator-persona is usually expected to know. The narrator of¬
ten provides a maximum amount of information, particularly on the characters'
inner reactions ("authorial psycho-narration"), but his presence is less personal
and more transparent than in a typical Japanese narrative.19 The narrator exerwhat the

17 Reed

points out the lack of an authoritative narrative voice in Japanese fiction and discusses its possi¬
Japanese belief in a storyteller who takes responsibility only "for the quality of the
telling" and not for "the very creation of the events and characters themselves" ("Language, Narrative
Structure, and the 'Shosetsu'," 85). Reed quotes Masao Miyoshi from Accomplices of Silence, who
expresses a similar opinion on the Japanese concept of narration and a "communal storytelling perso¬
na" ("Language, Narrative Structure, and the 'Shosetsu'," 89). Edward Fowler comments on the same
phenomenon as follows: "Examples of such narration can be found in all periods of Japanese
literature.
The Japanese monogatari storytelling
features a linguistic relationship between nar¬
rator and characters that automatically situates the former within the world depicted" (The Rhetoric of
Confession, 29).
Strictly speaking, there can never be an "omniscient" (all knowing) narrator. In my work, "omni¬
science" is used to indicate the narrative point of view in which the narrator knows (or says) more than
any of the characters. See Genette's definition of the "omniscient" narrator, Narrative Discourse, 189.
For a detailed discussion of "psycho-narration," see Cohn, Transparent Minds, 23 and 46.
ble relation to the

...

18

19

...
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cises the

faculty of omniscience not just in regard to the protagonist, but in re¬
gard to many of the characters. The narrator stands temporally and spatially out¬
side the story (although not at all times) and is willing to interpret the changes
in, and differences among, the characters. In short, the narrative stance in Meian
is the opposite of that of the typical Japanese narrative described by Reed,
Mochizuki, and Fowler.

Linguistic Manipulation
Soseki

of the linguistic features of Japanese which make
personal markers of the narrator and thereby to sepa¬
rate out the narrator's language. In order not to fuse the points of view of the
narrator and the characters, he distinguishes the language of the narrator from
that of the characters by using a number of technical devices. Meian is, indeed,
dominated by two opposing styles, namely, the neutral and rather artificial style
of the overt narration in past tense and the natural, everyday, conversational
style of the quoted dialogues mostly in present tense. The extensive use of lively
and vivid dialogue compensates for the heavy narratorial explanations. The
combination of and the contrast between the two styles effectively conveys a
sense of immediacy (present tense) and distance (past tense), "subjectivity" and
"objectivity" at the same time.
The narrated portion of the discourse is dominated by summaries and com¬
mentaries, with only rare use of the "indirect free form" (narrated monologue),
a literary device often used to bring forth the dual voices of the narrator and the
character.20 The non-narrated portion consists mostly of direct speech. When
Soseki occasionally mixes in the records of character's thoughts, they are al¬
most always in quotation marks, accompanied by phrases explaining that they
are thought quotations.21 There is hardly any unsignaled "direct free thought"
(interior monologue in its extended form).22 In other words, between narration
was

apparently

aware

it difficult to "erase" the

20 For

discussion of "indirect free form" (narrated

monologue), Chatman, Story and Discourse, 201—
thought or style" (narrated monologue), Transparent Minds, 107. There
are some examples of "indirect free form" in chapters 172,143 and 83. Because of the practice of "el¬
lipsis" (omission) and the weak "deixis," however, it is often difficult to identify "indirect free form"
in Japanese.
The introductory sentence, "In her heart she cried out to Tsugiko," which precedes a thought quotation
in chapter 51, 89, is a typical example.
Chatman's "direct free thought" (interior monologue in its extended form) corresponds to Cohn's "free
direct style" (interior monologue). Sakuko Matsui seems to count "records of thought" with tags and
a

3. Cohn calls it "free indirect

21

22
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and

dialogue, there is relatively little midway narration where the points of view
can merge. One can even argue that the exten¬
sive use of dialogue in Meian, which has been commented on by some critics,23
is a result of Soseki's attempt to avoid such midway narration.
As the most secure way of separating a narratorial view in Japanese, Soseki
chooses to narrate in the third person and in the past tense with as little sign of
"subjective" modalities as possible.24 In concrete terms, this means avoiding the
present tense in narrating past events, the practice of "ellipsis," as well as "mod¬
al" expressions that betray the narrator's attitude, such as the n-desu extended
predicate. The use of third-person pronouns is particularly conspicuous. Soseki
retains third-person pronouns (often possessive pronouns) where it seems more
natural to omit them. Here are three examples from the first few pages of the
of the narrator and the character

novel.
1. Kare

2.

kuchibiru

kataku musunde, atakamo jisonshin o kizukare no shui ni muketa. (2, 9, Sz) 25
He involuntarily compressed his lips tightly, and turned on his surroundings
a glance of wounded pride. (2, 3, Vig)
Kare no atama wa kare no notteiru densha no yo ni
(2, 9, Sz)
His mind, like the streetcar he was riding
(2, 3, Vig)
Kare no tame ni "guzen" no imi o setsumei shitekureta sono tomodachi wa
wa omowazu

tsukerareta hito

no

o

yo na me o

...

...

3.

kare ni mukatte ko itta.

(2, 9, Sz)

In

explaining to him the meaning of the word "coincidence," his friend had
told him. (2, 3, Vig)

It would have been

ositional

more

natural to omit the

third-person pronouns and the prep¬

phrases which I have italicized.

as interior monologue in her analysis of Meian, "On the Point of View in Meian"
295-99. The deletion of quotation marks and tags usual in interior monologue makes the narratorial

quotation marks

mediation less obtrusive,

bringing interior monologue closer to the non-narrated pole of discourse. I
important to neglect. Her examples from chapters 2,51 and 171 should be clas¬
sified as "direct tagged thought" rather than interior monologue. The term, interior monologue, should
be reserved for more distinctly figural narration in a shishdsetsu. In Shiga Naoya's An 'ya koro (A Dark
Night's Passing, 1921-37), for example, one can often witness the narrative sliding into empathic "di¬
rect free thought" (interior monologue in its extended form) because of "ellipsis" and the present tense.
Jameson, "Soseki and Western Modernism," 131, and Masao Miyoshi, Accomplices of Silence, 88.
The use of "the preterite (past) and third person," which some Western critics identify as "the signposts
of fiction in the classical western narrative," predominates in Meian (Roland Barthes, quoted in Ed¬
ward Fowler, The Rhetoric of Confession, 64).
Japanese quotations from Meian are taken from Soseki zenshu (abbreviated as Sz). English translations
are mine unless noted that it is Viglielmo's translation (abbreviated as Vig). The first number indicates
the chapter number, and the second number, the page number.
believe its effect is too

23
24

25
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Linguistic Manipulation
It is

interesting to note that in Zoku Meian (.Meian Continued, 1990) by
supposedly "wanted to experiment with imitating
Soseki's writing style,"26 did not continue his use of the past and third-person.
Mizumura's more frequent use of the present tense in narrating past events per¬
haps helps to illustrate that Soseki's use of the past tense in Meian was deliber¬
Mizumura Minae, who

ate.

Besides these obvious

techniques, Soseki resorts to a number of other special
place the narrator outside narrated events. One method he adopts is
to describe the situation and the characters' feelings as graphically as possible
from the outside: "Tsuda no kao ni wa
shitsubo no iro ga mieta" (1,5, ft)
("A trace of disappointment appeared on his face") instead of the more usual
"kare wa shitsubo shita" ("He was disappointed") to exclude any doubt as to
from which point of view "his disappointment" is observed, for instance. In the
latter sentence, it would be extremely difficult to tell if it is the narrator's report¬
ing, or the direct representation of the character's thought, if "he" is omitted, a
common practice of "ellipsis." In the first sentence, on the other hand, the visual
observation of disappointment makes it impossible to identify it as the charac¬
ter's thought about himself. Similar "objective" verbal expressions abound in
devices to

...

the text.

Other examples are: "Kare no mune o fuan ni shita" (1,6, Sz) ("It upset his
heart") instead of the more usual "fuan ni natta" ("He was upset"); "Kare no
kioku o osotta" (2, 8, Sz) ("It assaulted his memory") instead of "omoidashita"
("He remembered"); "Kare no yosu gasukoshi Tsuda oyowaraseta" (10,31,ft)
("His attitude put Tsuda at a loss") instead of "Kare no y5su ni sukoshi yowatta"
("Tsuda was at a loss over his attitude"); "Kare no me ni wa
utagai no kumo
ga kakatta" (11, 34, ft) ("His eyes were clouded with doubt") instead of "utagatta" ("He doubted"). Also, Soseki uses an unusual number of adverbial phras¬
es to indicate the location and the direction of actions: "otto ni mukatte" (5, 17,
ft) ("toward her husband"); "kare no ushiro kara" (5, 17, ft) ("from behind
him"); "saikun no mae de" (5, 18, ft) ("in front of his wife"); "Kare wa kanojo
no mae ni" (7,23, ft) ("He in front of her") to give several examples. Both these
devices help establish the external point of view from which the characters' be¬
...

havior and minds

are

omitted, the extensive

observed. Even when the
use

subjects of the sentences are
of possessive pronouns and adverbial phrases elimi¬

nates doubt as to the location of the narratorial

26 See Karatani, and

Miyoshi Yukio, "Taidan: Soseki to

wa

point of view.

nani ka," 20.
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Another characteristic which I should mention is Soseki's
clauses in narration where he could have used the "te-form"

use

of relative

(gerund) instead.27

This way he not only achieves an added sense of "past-ness," but also creates
more distance between the character and the narrator. Examples are: "Nyuin to
iu kotoba

kiita saikun

(4, 16, Sz) ("His wife, who just heard the word
'hospitalization'
.") instead of "Nyuin to iu kotoba o kiite saikun wa
."
("Hearing the word 'hospitalization'
."); "Fujin nado wa amari soko e chikazukanai ho ga ii to io toshita Tsuda wa, sukoshi kuchigomotte chucho shita"
(12, 39, Sz) ("Tsuda who was about to say that a woman should not go near that
place hesitated slightly, at a loss for words") instead of "Fujin nado wa amari
soko e chikazukanai ho ga ii to io to shite, Tsuda wa sukoshi kuchigomotte
chucho shita" ("Trying to say that a woman should not go near that place, he
hesitated slightly at a loss for words").
Thus, Soseki's narrator writes in an impersonal and descriptive style differ¬
ent from the language used by any of the characters. The narrator's language in
Meian has little in common with the typical narrative style described as most
"naturally" Japanese by Reed, Mochizuki and Edward Fowler.
o

wa

...

...

...

...

A Choice of Narrative Tone
The narrative stance in Meian cannot be

explained solely by referring to the
grammatical surface structure, however. Soseki avoids "single-consciousness
narration" by describing the characters and events from various spatial and tem¬
poral perspectives, often emphasizing their "multiplicity" by contrast or com¬
parison. Aihara Kazukuni has distinguished two such narrative tones, mujun
joho (the presentation of contradictions), which presents ambivalence in a given
character's feelings, and taihi joho (the presentation of comparisons), which
contrasts different attitudes among the characters.28 The following are three
more categories which I have identified in Meian.
27 Relative clauses

are

commonly used to give background information. In the cases I cite here, however,
conveyed involves descriptions of sequential events rather than background

the kind of information

information.
28 See Aihara, Soseki

bungaku no kenkyu in which Aihara has counted up 120 cases of mujun joho spread
chapters; of these 61 concern Tsuda and 41 concern Onobu. Some of the examples are:
Ano saikun wa koto ni yoru to, mada ano jiken ni oite, oreni nanika hanashi o suru ki kamo shirenai.
Sono hanashi o jitsuwa ore wa kikitakunai no da. Shikashi mata hijo ni kikitai no da. (13, 40, Sz)

over

188

(Aihara, 407)
She may actually still want to talk to me a
at the same time I want very much to hear

bit about that. But I don't really want to hear it. And yet
it. (13, 20, Vig)

A Choice of Narrative Tone
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en

character

or an
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is a method of contrast and comparison in describing a giv¬
temporal perspectives.

event from different

1. Kekkon

mae senrigan ijo ni kare no seishitsu o minukieta to bakari kangaetekanojo no jishin wa, kekkongo kyo ni itaru made no aida ni, akirakana
taiyo ni kuroi hanten no dekiru yo ni, omoichigai kanchigai no konseki de,
sude ni sokokoko yogoreteita. (64, 206, Sz)
The confidence, which before marriage she had always had, of being able to
see through his character with a kind of second sight, had already, since their
marriage, been marred here and there by traces of misunderstanding and
misjudgment, just as dark sunspots emerge on the bright sun. (64, 114, Vig)
Sono toki no kare wa ima no kare to betsujin de wa nakatta. Toitte ima no
kare to dojin de mo nakatta. Hirataku ieba, onaji hito ga kawatta no de atta.

ita

2.

(79, 257, Sz)
He

not a different person now

was

also

was

not the same person.

from what he had been then. And yet he
To put it plainly, the same person had changed.

(79, 143, Vig)

By suggesting a possible and unconsummated situation in which a character
might have behaved differently under different circumstances, the second cate¬
gory contrasts a real situation with a hypothetical one.

Saikun ga daijina kimono ya obi o jibun no tame ni teikyo shitekureru no wa Tsuda ni totte ureshii
jijitsu de atta. Shikashi sore o aete saseru no wa mata kare ni totte no kutsu ni hoka naranakatta.
Saikun ni taishite kinodoku to iu yori mo mushiro otto no hokori o kizutsukeru to iu imi ni oite kare
wa

chucho shita. (8, 27, Sz) (Aihara, 409-10)

That Onobu would offer up her valuable kimonos and obis on his behalf made him happy. But that
he would have to force her to do so was most painful to him. He hesitated to act, more in the sense

that it

was

wounding to his pride than that he felt

sorry

for her. (8, 13, Vig)

Aihara has counted up 397 cases of taihi joho and remarks upon its predominance throughout the nov¬
el. He also points out that the use of taihi joho between Tsuda and Onobu, the main characters, occurs
in

only 20.7 percent of the
Kare
wa

wa

seishinteki ni

toritakatta. Ohide

cases.
keishikiteki ni

mo

wa

mo

kono imoto ni atama

mata kane wa do de mo

o sagetakunakatta. Shikashi kane
yokatta. Shikashi ani ni atama o sagesasetakatta.

(100, 327, Sz) (Aihara, 407)
He did not wish to lower himself before her, either

actually or formally, but he did want her money.
hand, money was not interesting at all, but she did want to make him lower
himself in front of her. (100, 183, Vig)
For O-Hide, on the other

Chinmoku ga mata

sannin no ue ni ochita. Tsuda wa wazato kuchi o kikanakatta. Onobu ni wa kiku
nakatta. Ohide wa kiku junbi o shita. (106, 350) (Aihara, 413)
Silence again fell over the three of them. Tsuda purposely did not speak. O-Nobu did not feel a need
to speak. But O-Hide prepared her next speech. (106, 196, Vig)
hitsuyo

ga
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1.

Kanojo ni tokuyu na makegiraina seishin ga tsuyoku hatarakanakatta nara,
kanojo wa Ohide no mae ni atama o sagete, mo sukui o motomete itakamo
shirenakatta.

(129, 429, Sz)

If her

special kind of obstinacy had not been operating strongly within her,
might very well have bowed her head before Ohide and have asked her
for help. (129, 243, Vig)
Soshite nakami no fukanzen na tame ni, Onobu ga donna utagai o okosu
kamo shirenai to iu koto ni wa, sukoshi no koryo mo harawanakatta. Heisei
no yojin o kare kara ubatta kono baai wa, kare o sosokashiku shita nomi narazu, kare no kokoro o itchokusen ni shinakereba yamanakatta. (122, 406, Sz)
He quickly sealed it, not paying the slightest attention to the kind of doubts
it might raise in Onobu's mind by having been so hastily and imperfectly
phrased. The circumstance which had robbed him of his usual caution not
only made him careless but also made him act with only one thing in mind.
(122, 228-29, Vig)
she

2.

Finally, the third category contrasts the character's limited knowledge with the
reader's knowledge by pointing out what the characters do not know.29
1. Soshite

sore wa

mibiiki ni

suginai, Onobu ni kinodokuna hihan de

koto ni wa, katsute omoiitaranakatta.
Yet she

never

realized that such

a

desire

wards her blood relative and that it

aru to

iu

(91, 298, Sz)
was

was an

nothing more than partiality to¬
unjust criticism of Onobu. (91,

166, Vig)
2. Kare

wa

jibun de
He
a

ima made koiu bakuzen to shita jinseikan no
wa sore o

was unaware

nebulous

shita ni ikitekinagara,

shiranakatta. (115, 383, Sz)

of the fact that he himself had been

living according to such

philosophy of life. (115, 367, Vig)

The

examples in the above categories typify the overall narrative tone in Meian.
a critical, objective, and multiple rather than an empathic, subjective, and single attitude toward not only the main characters but toward
the majority of the participants. In other words, there are clearly both linguistic
(stylistic) and cognitive differences between the consciousness of the narrator
and the consciousness of the characters. In this way, Soseki secures the narra¬
tor's superior knowledge of the character's inner life, making Meian a good exThe narrator maintains

29 Chatman considers this kind of narration
more

an example of the most overt narration which "calls attention
clearly still to the artifice of the narrative process itself," Story and Discourse, 225.

Narrative

Authority

ample in Japanese of what Dorrit Cohn defines
tion."30

Narrative
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as

"dissonant psycho-narra-

Authority

Seymour Chatman designates

plot oriented

of "purpose" as an impor¬
comparison to the shifting,
limited style of To the Lighthouse by Virginia Woolf, Chatman quotes a "genu¬
inely omniscient" passage from Thackeray's Vanity Fair. This latter passage is
"omniscient precisely because it evokes a clear plot movement."32 Even though
there is less sense of clear plot movement in Meian than in Vanity Fair, I have
described the narratorial stance in Meian as generally omniscient (non-focal¬
ized).33 This is, firstly, because the narrator in Meian obviously knows and re¬
veals much more than any of the characters. Chatman himself admits that "in
most discussions omniscience is opposed to 'limitation' in terms of the capacity
to enter characters' consciousnesses" and that it is "terminologically efficacious
to restrict 'authority' to that function."34 Secondly, I consider the narratorial
stance in Meian omniscient because there is a much greater degree of narrative
authority in Meian than is usually found in the shosetsu. The narrator in Meian
contrasts and compares different characters' thoughts in order to show how the
a

tant element in what constitutes

characters misunderstand each other.
in

a

surreptitious and indirect

sense

omniscience.31

In

Interpersonal relationships are worked out
and misunderstandings have specific

manner,
functions within that framework.

For example, one of the climactic parts of the novel, chapters 89 to 123, is rich
with narratorial comments in which the narrator is given omniscience so that he
trace the

interplay of the different attitudes and secret thoughts of Onobu,
holding one overriding question in mind:35 will Onobu
ever succeed in making Tsuda share his secrets with her and win the kind of in-

can

Tsuda and Ohide, while

30 Cohn,

Transparent Minds, 28-29.
Story and Discourse, 216-18.

31 Chatman,

32 Ibid., 218.

33 I agree with Masao Miyoshi, who points out the lack of narrative authority in Meian when compared
with Emma or Pride and Prejudice by Jane Austin (Masao Miyoshi, Accomplices of Silence, 89).
34 Chatman,

Story and Discourse, 212.
Miyoshi comments as follows, Accomplices ofSilence, 88: "Chapter 106
turns the narrative
into a drama script in which there is hardly any narrative comment on the inner responses of the three
main characters." There are, however, other chapters dominated by narratorial comments reporting on
the "inner responses" of the main characters. Chapters 89, 91, 103, 113, 114 and 123, for example,
consist only of narratorial comments.

35 Masao

...
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timate

relationship with her husband she has always dreamed of? In these chap¬
omnipresent as well, contrasting what is happening at
home and at the hospital, moving in and out of the consciousnesses of the main
characters, using Otoki, the housemaid, and Kobayashi, the social outcast, as
messengers who move in and out of different scenes. This heightens the sense
of plot movement both in time and space.
The plot in such a psychological narrative, in which the status quo generally
plays a more important role than changes brought about by events, may not be
as easily recognizable as in a typical classical Western narrative; but that does
not mean that there is no plot movement.36 I believe it is apparent enough that
Meian's narrator is willing to observe, interpret, and control the development of
the plot in a way that stands in contrast to the widespread Japanese narrative ten¬
dency to appeal to an author-protagonist-reader identification with as little narratorial mediation as possible.
ters, the narrator is often

The Use of
There is

Dialogues

qualification I would like to make with regard to the narrative
however. My discussion so far has focused on the role of the
narrator and narration, but the role of dialogue, which after all comprises the
bulk of the text, should not be neglected. Despite the relatively authoritative and
independent narration Soseki achieved by going against linguistic constraints,
as we have seen, it is important to note that Meian still resists being read as a
closed linear narrative typical of classical realism because of its extended use of
dialogue. In the dialogue, words can be interpreted independently of the inten¬
tion of the speaker and the narrator, and the story evolves as if impelled and car¬
ried away by the current of these words. Again, although the narrator does in¬
tervene in the text with greater authority than in most Japanese fiction, the
narrator's function is still not so much the consummated interpretation of the
one

structure of Meian,

36 In fact, Soseki himself is said to have described Meian's

plot as quite the opposite of the typical nine¬
teenth-century English novel, adding that there is no reason why a Japanese plot should emulate a
Western plot (Soseki sakuhinron shusei bekkan, edited by Horibe, 189). In Soseki's time, novels were
commonly published in serial form in the daily newspapers, and this had an effect on their plot.
Miyoshi writes: "While a typical weekly installment—of, for instance, Hard Times or Great Expecta¬
tions—runs to about a dozen modern-edition pages, each daily unit is of necessity extremely short,
amounting in English translation to less than two pages. With each unit, however abbreviated, requir¬
ing some autonomy, the whole work takes on the aspect of a mosaic pattern, the work comprising
many uniformly-sized tiny sections" (Accomplices of Silence, 77-78).
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as

the demonstration of how the utterances of the characters
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un¬

ravel and cancel each other out.

Despite the explanatory stretches of narration in the text, therefore, dialogue
exchange maintains a
certain autonomy. Fredric Jameson appropriately sees a "modernist" (high
modernism) element in Soseki's extensive use of dialogue in Meian. In his
"Soseki and Western Modernism," he writes: "One could imagine a situation, in
the modernizing East, in which the construction of bourgeois everyday life (the
realist moment) took place simultaneously with its modern moment. Indeed, the
wondrous rhythms of the daily life of Soseki's characters
are here seemingly
at one with a virtually modernist distention of temporality, such that enormous
still dominates the novel, and the flow of conversational

...

conversations

or

interviews between the main characters swell to fill the entire

novel."37 In other words, the multiple-consciousness narration of Meian (in con¬
trast to the

"single-consciousness" narration of the shishdsetsu) is helped great¬
ly by authorial mediation, but not to the extent that it is totally subordinated to
the voice of the narrator. I believe that this specific feature of Meian—its openendedness and the autonomy of the dialogue in it—has been overlooked by
many Japanese critics who have been too eager to see the realist framework of
third-person narration in evaluating Meian.
Soseki's experiment with going against Japanese linguistic constraints had a
complex effect on the narrative structure and textuality of Meian, an effect
which cannot be explained by simply positing the Western realist novel as a
model of approximation. One can argue, for example, that the relative indepen¬
dence of the dialogue is one of the inevitable consequences of Soseki's attempt
to separate the dialogue from the narration in the first place—a result that is im¬
possible to predict unless one examines the nature of the Japanese language and
narrative structure.

The

Myth of Sincerity and Single-Consciousness Narration

Soseki

seems

to have

clearly dissociated himself from the two crucial charac¬
already noted, the "myth of sincerity" and "singlenarration." As Edward Fowler and Hijiya-Kirschnereit have il¬

teristics of the shishdsetsu
consciousness

lustrated, the shishdsetsu is intended to offer the author's unmediated self-dis¬
closure with

a

hope of inviting the readers' identification with and sympathy for

37 Jameson, "Soseki and Western Modernism," 131.
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the author, who

is often identified with the narrator and the protagonist. Accord¬
ing to them, the Japanese have "traditionally" valued nonfictionality as the
proof of a text's "authenticity," and have been skeptical of authorial (narratorial)
mediation because they believe it undermines the text's autobiographical purity.
In fact, this distrust in

mediation

seems to

affect

more

than the small number of

shishdsetsu writers and their critics.

Citing Mushanokoji Saneatsu's criticism of
Soseki's Sorekara (And Then, 1910) as no more than a unga (canal), while he
himself prefers a shizen no kawa (natural river), Sato Yasumasa argues that sur¬
prisingly many outside the shishdsetsu circle also valued the quality associated
with what Mushanokoji termed shizen no kawa, the natural flow of the river:
"Japanese literature has a strong tendency to become a shizen no kawa, and
roughly speaking, this tendency is equally apparent in the works of Mori Ogai,
the Shirakaba authors and the

naturalists."38

The

literary value of confessional texts tends to be measured by their credi¬
bility—that is, by how authentic and sincere such divulgence appears to the
readers, who often take the trouble to look for material evidence from the
thor's real life. With the drama focused
rative tends to be concentrated
little

room

for

on

on

au¬

the author's self-disclosure, the nar¬

the mind of the

author-protagonist, leaving

interpersonal relationships.

Soseki, in contrast,

seems to have had a firm belief in the ability of fiction to
experience and was much more committed to an even-handed por¬
trayal of interpersonal relationships than his colleagues were. As Soseki himself
acknowledges in his essay on the subject, the classic Western notion that the
modern novelist plays God was not foreign to him.

universalize

Not unlike God, the author is endowed with a

special power to create human beings or even
beings who are beyond the human.
It doesn't matter whether no one like that actually ex¬
ists in this world at all, as long as the author can make the reader believe in the reality of
these creations.39
...

As

have

in the

narcological analysis of Meian, through the narrator,
Focusing on the inter-character-rela¬
tionships rather than on the continuous author-protagonist-reader relationship,
the author remains in the background and manipulates the voices of others be¬
hind the fictional fa$ade.
Let us consider again the position of the first-person narrator in Kojin in
which the character-narrator Jiro gives a personal account of his own experiencwe

seen

the author observes, mediates and creates.

38 Sato, and Yoshimoto, Sosekiteki shudai, 197.
39 Natsume, "Sakuchu no jinbutsu,"

531.

The

Myth of Sincerity and Single-Consciousness Narration

163

with his

family. Jiro is not concerned with revealing himself, but with giving
interpretation of the personal relationships he has observed and given much
thought to. As an interested but critical onlooker, Jiro portrays and evaluates the
movements and changes in his social surrounding in a way that is unusual in the
shishdsetsu. What Jiro gives the reader is not a direct transcription of his raw
experiences and sensibilities, but a mediated and selective presentation of his
understanding of his own experiences. The "authenticity" or the "sincerity" of
what Jiro narrates is not an issue in Kdjin. In fact, Jiro does not always seem
entirely "sincere" about what he tells; he is often deliberately evasive. Jiro's "in¬
sincerity" (or his inability to be open) is a strength rather than a weakness of the
es

his

novel.

Edward Fowler states that the

author-protagonists in shishdsetsu tend to have
offering the unflattering details of their private lives to the
reader's scrutiny, since these writers, "excluded by their professions from re¬
spectable society, have nothing to fear from confession because they have no so¬
cial position to lose in the attempt."401 would argue that the shishdsetsu writers
have "nothing to fear" because they have much to gain from their writing. Most
of them still have their reputations at stake, but they know they can protect, or
even enhance them by displaying their professional sincerity.
The author-protagonists in the shishdsetsu whom Hijiya-Kirschnereit aptly
calls "the institutionalized outsider" are outsiders who can afford to disregard
conventions.41 They often act as if they are totally exempt from following any
social codes. They do so because they know that despite repeated transgres¬
sions, they will be forgiven by the reader by virtue of their manifest "sinceri¬
ty."42 Hijiya-Kirschnereit points out that the amae mentality popularized by Doi
Takeo is closely related to this emancipating effect of true confession for both
authors and readers.43 The boldness the authors display and the liberty they take
in their actions is dependent on their knowledge of unconditional forgiveness.
Soseki, on the other hand, portrays characters who always have much to fear
from confession.44 They all live within the boundaries of respectable society
and strive to abide by strict social codes. Despite the hardships, they try to find
few inhibitions about

40 Edward Fowler, The Rhetoric
41

of Confession, 62.
Hijiya-Kirschnereit, Rituals of Self-Revelation, 275-78.

42 Shimazaki Toson's Shinsei (New

Life, 1918-19), in which he divulges his incestuous relationship with
primary example.
43 Hijiya-Kirschnereit, Rituals of Self-Revelation, 273-74.
44 It is well-known that Soseki took social conventions very seriously in his real life as well. It might be
that his academic background as professor of English Literature at Tokyo University had burdened him
with the kind of respectable reputation a shishdsetsu writer did not have to protect.
his niece, is a
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their proper place in relation to others. The possibility of narcissistic withdrawal
into a private self is not open to them, and Soseki's first-person narrators are of¬

utterly incapable of exposing themselves. Jiro, for example, is nervous and
impressions he makes on others—readers as well as
other characters in the story.45 He is subject to the same social and cultural codes
as other members of the Nagano family and he narrates in a way that implicates
them. In other words, unlike his shishdsetsu counterparts, writing is not a haven
in which he is free from social constraints of respectable society. He is as con¬
strained in writing as he is in speaking in "real life."
Concerned with describing conflicts among other members of the Nagano
family at a distance, Jiro, or rather Soseki, has a problem his shishdsetsu col¬
leagues do not have because none of the characters is articulate. As we have
seen, restricted by their social positions and rhetorical rules, they all suffer from
an inability to express their private thoughts and feelings. How does one drama¬
tize conflicts among people who constantly avoid direct confrontation? The task
is made even more difficult by Soseki's avoidance of interior monologues, a
narrative mode suited to dramatizing the inner thoughts of characters.
Soseki at least partly solves this problem by creating extraordinary situations
which provoke the characters to talk.46 Sending a brother to test the fidelity of
a wife, and a sudden storm which forces the couple to spend the night together
at an inn, might be considered unlikely events, as many Japanese critics have
pointed out. But, it might also have been the only effective way to force a more
intimate conversation between people who are otherwise reluctant to speak their
minds. This shows that Soseki was willing to manipulate the story even at the
expense of a degree of verisimilitude.
Mr. H's letter at the end of the book, too, can be regarded as a device to make
a more nuanced portrayal of Ichiro possible. As a colleague, Mr. H is not con¬
strained in the same way as Jiro is with Ichiro and can therefore speak more
freely. Also, by writing a letter, Mr. H frees himself from some of the social pro¬
prieties he would have otherwise had to consider in directly addressing Jiro. It
ten

self-conscious about the

is

no

coincidence that Soseki's otherwise reticent and self-conscious protago-

45 This fear of "Others" (tasha) is

prominent in Jiro, as well as in other Soseki characters. For a discus¬
sion of the fear of "Others" in Kokoro's Sensei, see Komori Yoichi's "'Watashi' to iu 'tasha' sei," 13-

27.
46 This is

comparable to Bakhtin's idea of an "adventure plot" in his discussion of Dostoevsky's works:
plot in Dostoevsky
"puts persons into extraordinary situations which reveal and pro¬
voke them, it brings them together and collides them with other persons under unusual and unexpected
conditions, precisely for the purpose of testing an ideal and the man of an ideal" (Bakhtin, Problems
of Dostoevsky's Poetics, 86).

The adventure

...
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nists in earlier works resort to letters to reveal themselves.
cumstances and letters are Soseki's means of

Extraordinary cir¬
encouraging his characters to

speak up.
Except

on these contrived occasions, the characters in Kdjin are generally
reticent. To treat the restrained protagonists of Kdjin fairly, therefore, one must
read between the lines and recover intonations and nuances that are suggested
but not

specified in the text. Opposing viewpoints and voices are there to be dis¬
on careful reading: Nao's view is clearly inscribed in the way she does
not express herself. As Jiro aptly points out, what can be more defiant than to
affect total indifference as she does by consistently replying "As you please" re¬
gardless of the question?
In "omnisciently" narrated Meian, the narrator is naturally exempt from the
social and cultural codes that restrict the behaviors of others in the story. But
this does not make him engage in an indiscriminate disclosure of the protagonist
in the way that would be characteristic of the "autodiegetic" shishdsetsu. The
narrator is concerned with giving relatively even weight to the different view¬
points and voices not only of the protagonists but of other characters. Also, the
sustained and lively dialogues which involve the majority of the characters en¬
courage the reader to observe the ongoing social and conversational exchange
rather than to judge the "sincerity" of the author-narrator.
What distinguishes Meian from Kojin most of all, however, is not the status
of the narrator, but the articulateness of the characters participating in the dra¬
ma. Women in particular become exceedingly outspoken, and for this reason the
interpersonal relationships in Meian are portrayed with much more facility than
in Kojin. There are so many major voices in the narrative that it is almost diffi¬
cult to determine who the protagonist is. One needs no more than the small pre¬
text of picking up an overcoat to engage Kobayashi and Onobu in a lively con¬
versation. A series of increasingly dramatic scenes toward the end of the work,
involving Tsuda, Onobu, Ohide, Mrs. Yoshikawa and Kobayashi, are marked
with an unshrinking plainspokenness that would have been unthinkable in the
Nagano family. It almost seems as if there is no need to contrive a special device
to move the story forward.
Clearly, however, Tsuda's stay at a hospital is a carefully planned arrange¬
ment that provides Tsuda and Onobu opportunities to engage in active and in¬
dependent social interaction.47 Tsuda in his room and Onobu at home each carry
covered

47 A

hospital is a place where people of unequal social standing can meet. In Kdjin, Misawa's stay at
hospital offers Jiro the opportunity to see an abused "Koharu," an ailing geisha.

a
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conversations with others in each other's absence. And without the benefit of
are forced to rely on messages forwarded by middlemen such
Toki and the rickshaw man to communicate to each other, increasing the

telephone, they

as

chance of

misunderstandings. As I have already argued, at least in the Japanese
authority and for its focus on the
interpersonal relationships of the characters.

context, Meian is remarkable for its narrative

9 First-Person Narration in Botchan

Botchan is

a

first-person narrative in which the protagonist, Botchan, recounts

events of the

past. The first chapter summarizes his childhood, and chapters two

through eleven give an account of his experience as a mathematics teacher in a
junior high school in Shikoku. Formally, it is a typical Japanese retrospective
narrative in that the narrator, while beginning each episode in the past tense,
gradually switches to the present tense in closely describing the detail of the
events, achieving a sense of immediacy common in Japanese writing.1 Botchan
uses the very informal and rough first-person pronoun, ore, for himself, and nar¬
rates just as he would speak and think, in his own language, which is a colloqui¬
al Edo dialect, beranme, with frequent use of puns (dajare) and hyperbole. In
contrast to the language of narration in Meian, the personal markers of the nar¬
rator are strikingly clear. Botchan is also very unreflective and narrates as if he
does not know much more than he did at the time of the story. Particularly in
recounting his experiences in Shikoku, he does not take advantage of his hind¬
sight—he even seems to hold back certain information from the reader, as if to
add a sense of suspense to the story.
Despite its formal resemblance to a "typical" Japanese first-person narrative,
however, Botchan achieves multiple perspectives by exposing to the reader
Botchan's extremely naive reactions to the words of others, constantly remind¬
ing the reader of a whole range of nuances and rhetorical meaning which
Botchan fails to recognize.2 Most of these nuances and meanings are fairly ob¬
vious to readers who are aware of the rhetorical potentiality of language.
Botchan, however, is unaware that words do not always mean what they appear
to, and interprets them literally.
1

It is well known that what is recounted in Botchan is based

on Soseki's own experience as a highMatsuyama, and yet no one ever speaks of Botchan as a shishdsetsu.
Komori Yoichi, in his essay entitled "Botchan no katari no kozo: uraomote no aru kotoba" in Kozo
toshite no katari, discusses what he calls Botchan's double narcological structure. Botchan's naivete
constantly evokes the existence ofjoshiki aru tasha (commonsensical "others"), and readers laugh at
the commonsensical characters in the story without realizing that they have become like them by
laughing at them.

school teacher in

2
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The very

first example is when he jumped from the second floor of his school
prompted by his classmate's challenge that he "couldn't jump from there"
(1, 9).3 A more practical person would no doubt have understood that it was said
in jest, as Botchan himself acknowledges in retrospect. This joking challenge
could well have been an expression of his classmate's jealousy or rivalry, but
was certainly not meant as a request that he actually jump from the second floor.
Botchan's account of his own childhood abounds in similar episodes, in which
he consistently accepts what he is told at face value and thus fails to understand
others, including his own parents. Botchan does not become fully aware of the
negative consequences of his tendency to do this until he learns a lesson during
his stay in Shikoku.
when

Collective Self-Deceit
As the narrative

explores the rhetorical potential of language through Botchan's

naive confusion

over

be called

a

the words of others, it reveals at the same time what may

"collective

self-deceiving mechanism"—a mechanism which is

found in any society, but which operates in an exaggerated form in a small group
of people in Shikoku.4 Collective self-deceiving is a feature of social interaction
that

bridges the gap between explicitly stated public standards (tatemae) and ac¬
or actual sentiment that governs behavior (honne). Its important
function is to obscure small deviations from public ideals of justice and right
tual behavior

conduct.

Although a form of self-deception, it is not always detrimental to the health
society. Some social ideals are less justifiable than others, some are old-fash¬
ioned, and some may be too rigid to be applied comfortably to every man and
woman. At its best, collective self-deception gives us flexibility and room to
breathe; but more often than not, as Botchan notices, it is used to the advantage
of the socially "superior" to allow them to obscure their own deviations from
the ideal and thereby to protect their own interests.
Because collective self-deception must be based on tacit consensus, codes of
collective self-deception are never explicitly articulated. It is here that the rheof

3

4

Quotations from Botchan

are all taken from Alan Turney's translation. The first number indicates the
chapter number, and the second number, the page number.
In his In Bad Faith: The Dynamics of Deception in Mark Twain's America, Forrest G. Robinson dis¬
cusses how the system of collective deception functioned in Mark Twain's America, from which one
can draw an interesting parallel to Botchan's Shikoku.

Collective Self-Deceit

169

torical

potential of language is explored to its full capacity. Only those willing
others say can participate in the collective selfdeception. A blatant breech of public morality is not acceptable in any society,
and therefore, certain appearances have to be maintained: as long as appearanc¬
es are preserved, however, some allowances are made for misdemeanors.
Botchan is neither willing to read between the lines or capable of recogniz¬
ing implicit codes of collective self-deception, and as a result he gets himself
into trouble. He displays these tendencies already in his childhood: he is out¬
raged when the neighbor boy, Kantaro, steals a chestnut from his garden, as well
as when his brother uses a trick to win a chess game. Botchan beats up Kantaro,
and flings a rook at his brother's face (1, 13).5 That picking chestnuts in some¬
one else's garden or using a little trick to win a game should not be punished so
severely is beyond Botchan's comprehension. As a result it is Botchan rather
than his "sneaky" brother or "cowardly" Kantaro who is blamed for both inci¬
to read between the lines of what

dents.

Botchan, of

course, encounters numerous

other

cases

of collective self-de¬

ception, some more serious than others, when he moves to Shikoku. At the jun¬
ior high-school where he gets a teaching job, most of the staff, particularly the
headmaster and the second master are great perpetrators of collective selfdeception, and as a result, they almost always speak in rhetorical language,
which Botchan calls a "crooked" language (magari kunetta kotoba). When, on
the very first day at work, he hears the headmaster's speech on the importance
of exemplary and correct conduct, Botchan protests that he cannot possibly con¬
form to such a high standard of behavior and tries to turn down the job. The
headmaster explains what he usually does not have to explain, namely, that his
request is not to be taken that literally, but as an expression of his wishes. Some
lapses from the ideal will be tolerated, which of course helps him as well as
Botchan.
Tacit agreements to
cific sets of

allow a certain degree of waywardness presuppose spe¬
implicit codes that suit every social occasion. During his first days

in Shikoku, Botchan is initiated into these unwritten rules of social conduct.
Recommended

by his fellow mathematics teacher, Hotta ("the Porcupine"),
lodging in a curio dealer's house. "If you take a lodging with a
curio dealer, you should show some interest in what he has, or even buy a few
inexpensive objects to be polite" is one such local code of behavior Botchan
Botchan takes

5

a

Machigoma, a "trick" that Botchan's brother supposedly uses, is
by no means against the rules (Nagao, Soseki goshippu, 40).

and

an

accepted

move

in Japanese chess
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fails to

comply with. Exasperated by Botchan's indifference, the business mind¬

ed landlord tries to throw him out. But because the landlord cannot confront

Botchan

directly about his failure, he uses Hotta as a go-between, which allows
about the reason for evicting him. Botchan is so
rowdy "they can't put up with him" (6, 80) is the conveniently ambiguous state¬
ment Hotta forwards, the statement which is very difficult to verify. Not know¬
ing what else to do, Hotta advises Botchan to leave for other lodgings. The
shopkeeper succeeds in getting rid of Botchan without exchanging a word with
the landlord to remain vague

him.
To make Botchan's consternation

complete, the dealer's wife
pretense of not knowing why he should want to leave the lodging, ask¬
ing "Is anything wrong?" as if to transfer the responsibility for his departure to
him. Here again, one should note that her question is a rhetorical one. She has
no intention of listening to his reason for leaving.

makes

The

even more

a

Grasshopper Incident

Botchan's turn to do

night duty comes around and he reluctantly spends a night
boarding students, who have earlier tried to ridicule Botchan,
who stands out as a newcomer from Tokyo, play a nasty trick on him by putting
grasshoppers in his bed. At a teacher's meeting where they are supposed to dis¬
cuss how they should punish the students, both the headmaster and the second
master display extreme permissiveness toward the students, which infuriates
at school. The

Botchan.
The headmaster

Whenever
reflection
a

deep

a

on

sense

tlemen, such

speaks:

misdemeanor is

perpetrated by a teacher or pupil of this school, I take it as a
lack of character. And whenever a regrettable incident occurs, I have
of shame that I, as headmaster, have failed to fulfill my duties. Sad to say, gen¬
my own

an event

has occurred.

...

(6, 84)

The second master continues:

I, too, when I heard of the pupils' rowdiness felt, as second master, deeply ashamed that I
had been

incapable of exercising a better moral influence on these young lads.
Now it
be that, considering the incident itself, you feel that only the pupils are at fault. It is,
however, possible that, when the actual state of affairs is viewed, the responsibility may, on
the contrary, lie with the school.
I would ask you to take these things into consideration
and, using your discretion, to be as clement as possible. (6, 85)
...

may

...

Behind the
dents too

eloquent rhetoric is a tacit understanding that if you punish the stu¬
severely and make this mischief known to the public, it may under-

The

mine the school's

reputation,

Grasshopper Incident
a
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warning which the second master's follower,

Noda, swiftly grasps. Noda's exaggerated expressions of approval are filled
with archaic Chinese diction which

means

very

little. His empty rhetoric only

exasperates Botchan as well as his sympathetic colleague, Hotta.
Both Botchan and Hotta express

their objection, Hotta more effectively than
that the students should publicly apologize to Botchan,
a suggestion which the headmaster finally accepts. Botchan is the only one who
uses language in such a way as to leave no room for interpretation: "I thorough¬
ly dislike nonsensical, irrelevant measures," he says, which prompts everyone
in the room to laugh (6, 87). Botchan's plain speech is contrasted to the complex
and ambiguous speeches of others which all carry underlining meanings that his
speech lacks.
The second master further continues: "Middle-school teachers belong to the
upper echelons of society and should therefore not merely seek after material
pleasures.... We should
seek some elevated spiritual recreation such as fish¬
ing, reading
or composing modern poetry or classical haiku poems" (6, 90).
Here he slightly changes his usual tactic of defending collective self-deception
and advocates a new ideal in support of the headmaster's suggestion that they
refrain from going to unrespectable places such as noodle or dumpling shops.
The headmaster's suggestion no doubt is aimed at Botchan's habit of frequent¬
ing these shops, which earlier provoked the students' mockery.
What he forgets, however, is that he himself pays a secret visit to an "unre¬
spectable" place.6 Botchan follows up on his hunch that the second master is se¬
cretly seeing a woman nicknamed Madonna, and asks whether "meeting the
Madonna is a spiritual recreation." "That one went home!" (6, 90), Botchan
says, seeing the second master's embarrassment just as he had hoped. This is
the first time in the story when Botchan correctly assesses the rhetorical force
of his own words beyond the superficial meaning dictated by grammar. Here,
the real message he conveyed was not to question whether the second master
actually considered seeing the Madonna a spiritual recreation, but was a public
accusation of his hypocrisy.
It is ironic that the usually very cautious second master is caught at this par¬
ticular point because it was a rare moment in which he actually meant what he
said. His statement this time was quite literally a warning against going to
"unrespectable places," no more or less. Because he did not have his usual opBotchan. Hotta suggests

...

...

6 The second master
with

geisha.

apparently frequents

an

inn called the Kadoya where he presumably spends time
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tion to insist that he had not

explicitly stated what he had implied, he

was cor¬

nered.

The

Fishing Trip

Before the

meeting to discuss the punishment of the students, there is another
interesting episode in which Botchan begins to realize the complexity of lan¬
guage. Shortly after he is introduced to all his colleagues at school, the second
master and his follower, Noda, ask Botchan to go fishing with them. While fish¬
ing in a boat, Botchan becomes rather fed up with the pedantic display of their
knowledge of Western art and literature. The second master and Noda continue
to talk between themselves in low voices, and Botchan can only catch fragments
of their conversation: "Put grasshoppers
That Hotta again?
Yes, possibly
Fried Prawns
Stirred up ..." (5, 69). These words seem to hint at Hotta's
complicity in a series of mischievous tricks the students have played on Botchan
although they do not cite any decisive evidence. By deliberately dropping these
incomplete sentences, the second master and Noda lead Botchan's imagination
to fill in the gaps between the fragments of their conversation, something
Botchan is not used to doing. The second master addresses Botchan in a serious
...

...

...

...

manner:

are all sorts of personal circumstances and motives to be taken into account when
you're working in a school, and you can't afford to be as frank and open as when you were
a student.
(5, 72)
Even though some people appear easygoing, some appear openhearted, and others take
you into their homes and give you board and lodging, you can rarely, if ever, let your guard
down, so
(5, 73)

There

...

...

...

Botchan starts to fill in the gaps between the words actually spoken and con¬
cludes that "it did seem as though he was warning me to be on my guard against
Hotta"

(6,75), precisely the conclusion the second master had in mind. With his

first attempt to interpret the words of others,
second master and Noda set out—a trap that

Botchan falls into a trap that the
takes advantage of the rhetorical
power of language. They have successfully implicated Hotta, but, at the same
time, have avoided any responsibility for doing so, ensuring that they will be
able to claim that Botchan has overinterpreted their incomplete statements. This
episode also demonstrates how one can manipulate an intimate knowledge of
rhetoric to advance one's

cause.
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The Second Master

versus

Hotta

Some words of explanation as to

Moving to

new

the main plot of the story may be in order here.
lodgings, Botchan hears from the elderly landlady why it is that

the second master and Hotta have become such "enemies." The second master is
interested in

marrying a beautiful woman nicknamed Madonna, who is already
engaged to Koga, an English teacher at the same junior high school. After Koga's
father passed away, however, the fortune of the Koga family declined, partly be¬
cause the young Koga is too little business minded to take care of it, a change of
prospects which has "reasonably" delayed his marriage to Madonna. The second
master in the meantime has become acquainted with Madonna's family through
a friend, and is trying to make advances to her. Being a sympathetic friend of
Koga, Hotta goes to the second master to complain on behalf of Koga.
This story, however, is Botchan's landlady's interpretation of what she has
heard, and is by no means the only reliable account of what actually happened.
If the rhetorical potential of language is such that words do not always mean
what they appear to mean, statements of others retold by someone else are dou¬
bly unreliable. Botchan, who naively takes the landlady's gossip as "true,"
learns another lesson when he is confronted by the second master much later.

The Second Master's

Proposal

Shortly after Botchan witnesses the second master taking
a woman

whom he

assumes

to be

an

evening walk with

Madonna, he is called to the second master's

house. The second master tells Botchan that he and the head master

are

consid¬

a salary raise. It would not
of their senior colleagues, Koga, is

be difficult to do this, he adds,
transferring to another school
in Nobeoka, and the new junior colleague who will replace Koga is entitled to
a lower salary. They can give Botchan what they save in this transaction.

ering giving Botchan
because

one

When Botchan asks him if he would have to work harder, the second master
tries to hint what would be

sage across

expected of him. He struggles hard to get his
without explicitly stating what he actually means:

mes¬

"No, your hours may be less."
"That seems strange. Less hours but more work."
"Yes, it does seem strange, I agree. It's rather difficult to be specific now, but—well, what
I mean is, we may ask you to take on greater responsibility."
I

was

completely at

sea.

...

(8, 115)
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"We will

give you a raise, so you should side with our party which is 'at war'
with Hotta, and keep quiet about my rendezvous with Madonna" is the most

second master's proposal, which Botchan begins to
talking to his landlady about the actual fate of Koga.
On coming home, Botchan consults with his landlady again. She has just
talked to Koga's mother, she says, and explains to Botchan how Koga was trans¬
ferred to another school against his will. It all started when Koga's mother went
to the headmaster to ask for a salary raise on her son's behalf. After some time,
the headmaster notified Koga that they had made an arrangement to transfer
Koga to another school with a better salary. They could not afford to give him a
raise there. Koga protested, but the headmaster told him it was too late to change
the arrangement because they had already appointed a new English teacher to
replace Koga. Botchan interprets the incident to be a conspiracy on the part of
the headmaster and the second master to send Koga away. The second master
will no doubt make a marriage proposal to Madonna. As a form of protest,
Botchan goes back to the second master's house to turn down his offer of a sal¬
ary raise.
He plainly tells the second master that now that he knows Koga is being
transferred against his will, he does not wish to take the raise after all. Asked
whether he heard it from Koga himself, Botchan is forced to admit that the
source of his information was his landlady.

likely message behind the
understand only later, after

[I]t sounds as though you believe
the second master tells you. Have
He continues that

what the old lady at your lodging tells you, but not what
I understood your meaning correctly? (8, 121)

if the

landlady were correct, Botchan's acceptance of a
connection with Koga because he would not be taking
anything away from him. The second master has logic on his side, as Botchan
readily acknowledges. Because the second master has carefully avoided spell¬
ing out the terms of collective self-deception involved in this arrangement, he
can act as if there had never been any suggestion of deviation from the public
morality he pretends to uphold. Here it is ironically Botchan's rare insight into
the implicit and only hinted at terms of the arrangement (that by taking the raise
in salary, he would be expected to take sides with the second master), which cor¬
even

raise does not have any

ners

Botchan.

In the end, Botchan

abandons the attempt to win the argument with the sec¬
perfectly right in what you say, but as I don't want a raise,
I—well, I refuse it" (8, 123). With this awkward statement Botchan rejects lan¬
guage as a tool of communication, which is suggestive of what is to happen later.
ond master: "You're
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They hold a celebration ceremony for the victory of the Japanese Army in China
on the parade ground (renpeijd), in which all the schools in town participate. On
the way to the parade ground, there is a small clash between the students of
Botchan's middle school and those of the normal school (shihan gakko), who
are reputedly at odds. It ends with the middle school giving ground to the normal
school, which is supposed to have the higher status. This seemingly innocent
clash has repercussions which are seriously to affect Botchan and Hotta later.
After the ceremony, Botchan goes home, where he is joined by Hotta for din¬
ner. The second master's younger brother, who is a student at the middle school,
comes and invites Hotta to go and see the sideshows and the entertainment for
the victory celebration. Botchan decides to go with them. While watching a
large troupe of dancers, they hear a commotion some 100 yards away. The sec¬
ond master's brother appears again to tell them there is another fight between
the middle school and the normal school. The middle school wants to "get its
own back for what happened" earlier that day. Both Hotta and Botchan "dash
off at full tilt" (10,150-51), planning to break up the fight. It turns out, however,
that they get hopelessly involved in the fight instead. Botchan gets "clubbed and
ha[s] stones thrown at" him (10, 152), and he starts actively fighting against the
boys of the normal school. The fighting boys quickly disperse when someone
warns that the police are coming. Hotta and Botchan, both bleeding, are left
alone to confront the police.
In the Shikoku Daily, a local newspaper, the following morning, the incident
is reported and an account of the fight is given:
Not

only did Mr. Hotta (first name unknown), a teacher at the middle school, and a certain
insolent Mr. So-and-so, a new teacher from Tokyo, inveigle obedient and law-abiding boys

into trouble and
committed
school.

...

an

instigate a disturbance, they actually took command of the boys present and
unprovoked and wanton act of violence against pupils of the normal

(11, 154)

At school, the second master comes around to express great sympathy for
both Hotta and Botchan. He politely assures them that he and the headmaster

have

already complained to the

The second master

no

newspaper and asked it to print a "retraction."
doubt knows, however, that what has been done can hard¬

ly be undone. Sure enough, the newspaper's statement of "retraction" is not
convincing, and a few days later, Hotta is called in to the headmaster and asked
for his resignation. Botchan rushes in to the headmaster to tell him he will re¬
sign, too, if Hotta has to leave the school. Hotta and Botchan are more than ever
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convinced that the whole incident

was

the second master's scheme to frame

them, particularly Hotta.

Pretending to leave for an inn by the beach after their resignation, Hotta
"doubles back" to another inn, the Masuya, in the same town and goes into hid¬
ing. From the second floor of the inn, he keeps watch over the inn opposite, the
Kadoya, which they suspect is the second master's favorite place for rendezvous
with geisha. Concluding that "it would be useless to try and beat him in a battle
of wits," because he is "far too clever" for them, they decide that the only way
to beat him [is] with brute strength" (11, 159). They are no longer interested in
resorting to publicly acceptable means to clear their names, but in taking per¬
sonal revenge on the second master.
On the eighth day of their vigil, they finally see Kosuzu, a geisha whom they
know to be acquainted with the second master, going into the Kadoya. A few
hours later they witness the second master and his follower, Noda, walk into the
inn. Hotta and Botchan confront them as they come out of the inn early in the
morning the following day. Hearing the second master's excuse that he was with
Noda all the time and that there is no evidence that he has spent the night with
a geisha, both Botchan and Hotta explode. Botchan throws eggs at Noda until
his face is covered with egg yolks, and Hotta starts punching the second master.
In response to their protest that it is unfair to use violence, they reply that it is a
"divine retribution": "It doesn't matter how eloquently you defend yourself, you
can't cheat justice" (11, 170). Botchan and Hotta leave town the same evening.
It is an interesting and significant end to Botchan's struggle against the mech¬
anism of collective self-deception in the little town. After first discovering, then
being disillusioned, and finally defeated by the rhetorical potential of language,
Botchan develops a deep distrust of language in general. Both Hotta and
Botchan in the end give up the official avenue of protest using language, and re¬
sort to simple violence. As gratifying it may have been for them to see the panicstricken faces of the second master and Noda outside the Kadoya, it is still they
who are forced to resign from their positions at the school and it is they who fi¬
nally lose the social game. However, they do win the heart of the reader, and it
is doubtlessly the "nobility of their failure"7 that strikes chords of sympathy
among Japanese readers. Botchan and Hotta are heroes who courageously give
the villain well deserved punishment at the expense of their own social positions.

7 Ivan Morris in The
have

Nobility ofFailure discusses the Japanese tendency to sympathize with heroes who
nobly failed in their endeavors (Morris, xiii-xv).
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One should note that readers

applaud Botchan's execution of the rogues by
partly forgetting the lesson Botchan himself learned in Shikoku—that one can¬
not always take what is said at its face value, including the words of Botchan,
the narrator. At the end it is Botchan, whose presence throughout the story is
marked by a lack of rhetoricity, who successfully convinces the reader of his
righteousness. (This success is definitively proved by the enduring popularity
of Botchan throughout the years.) The lack of rhetoricity in Botchan's language
is, finally, a rhetorical strategy on the part of the author, Soseki, to persuade the
readers of the trustworthiness of Botchan's version of the story, in which Japa¬
nese readers have willingly and happily participated.
Despite the general appraisal of Botchan as humorous, entertaining and,
therefore somewhat "lighter" than other "serious" novels of the later Soseki,
Botchan as narrative is a serious exploration of the potential of the language in
which rhetoric constantly overrides the superficial meaning dictated by gram¬
mar. It helps to demonstrate that the shishosetsu writers' endeavor to write in a
certain manner was an exploration of just one corner of the potential of the Jap¬
anese language, and was by no means the most "natural" or the only approach
to writing in the Japanese language. Clearly, in a text such as Botchan, what is
in focus is the rhetorical strategy itself, and the identity of the narrator with the
author is not

an

issue. In other words, formal features of this work do not en¬

courage a "shishosetsu mode of reading," even though it is a first-person narra¬
tive largely drawn on the author's own experience as a high-school teacher in

Matsuyama.

10 Conclusion

From

Kojin to Meian: Activating the Voices of Others

Kdjin depicts a relatively uniform conventional culture, in which the official

language of the Nagano family dominates. The father and the mother, Osadasan, and the Okadas try to preserve the established hierarchical order as repre¬
sented by a particular Meiji elite. The way they address and talk to each other
helps to solidify the boundary of their official language. Ichiro and Nao, on the
other hand, discover irrepressible alien voices which they have difficulty ac¬
commodating to the acceptable social rhetoric. Since they do not know how to
give these voices expression, their self-definition remains divided. This drives
Ichiro to desperation and Nao to acquiescence. Jiro, as a witness of this silent
antagonism within the family, finds himself gradually questioning his own po¬
sition and his ability to function within it. He solves his problem partly by leav¬
ing the family, but his own self-definition is still unstable.
As already noted, the Nagano family subscribes to a conventional view of ar¬
ranged marriage which allows relatively little room for individual freedom.
Marriage is typically considered as a union between two families of the same
social standing. The candidates' qualifications are carefully evaluated from the
standpoint of the two families' interests, as in the case of the marriage between
Osada-san and Sano. What is worth noting in Kdjin, however, is that it is the
younger generation of the socially respectable that begins to voice dissent. Even
in the relatively stifled and non-verbal culture of the Nagano family, Ichiro's
alien words and his "unmanly" concern about receiving the proof of his wife's
love, will be interpreted (however variously), and will have certain defamiliarizing effects on the expectations of the newer generation. Jiro and Oshige, who
have witnessed such conflicts in the family, are the most likely to develop con¬
ceptual horizons unlike those of the Nagano family up to this time. However
subtly, social and cultural change is already occurring.
Three years later, Soseki wrote Meian, which is filled with considerably
more diverse social conventions. Besides the protagonists, Tsuda and Onobu,
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Meian presents
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figures such as the Yoshikawas, the Okamotos, the Fujiis, Ohide
Kobayashi who display many conflicting interests and opposing view¬
points. As Rene Girard suggests, a strengthened belief in "equality" results in
less inhibition in pursuing one's desires, or copying someone else's desires.
Compared to characters in Kdjin, these people are much more articulate and
much less afraid to express their own points of view.
On the conservative side stand the Fujiis, who uphold the idea of arranged
marriage with only limited individual freedom, and Ohide, who has more or less
adopted their view. On the other side, the Okamotos and the Yoshikawas prac¬
tice a slightly newer kind of arranged marriage, with the possibility of some¬
what more choice. Tsuda and Onobu basically subscribe to the latter version of
arranged marriage, but with a slightly different emphasis. As we have seen,
Onobu's view of marriage introduces the new image of a woman as both wife
and lover. Tsuda's pragmatic but uncommitted attitude may suggest yet another
perspective on marriage. Everyone except Onobu manifestly supports or at least
approves of a separation of female roles into those of wife and lover, but the
women do so with a variety of emotional undertones. Jealousy, rivalry and frus¬
tration are inescapable elements of "female" life under the patriarchal system,
because the voice of the kingly "looking glass" inevitably sets women against
each other. This does not show in the apparent meaning of what they say to each
other, because of social proprieties, but in the way they speak one finds traces
of their suppressed and unreconciled "alien" voices.
A long period of change seems to separate Meian from Kdjin—longer than
the three years that actually passed. In Kdjin, realizing the impossibility of
speaking from outside his social position, Ichiro isolates himself, turning away
from his own people. Nao, who is not even allowed to turn away from her social
surroundings, is forced to acquiesce at home in her role as a wife. In contrast,
in Meian Onobu refuses to accept the constraints of her prescribed social role
and resolutely remains within the social system; she begins by negotiating her
position from within, where Ichiro and Nao failed. She tries to integrate her
"alien" voice within the official language by activating "alien" voices in others
as well. She forces others to recognize and respond to her voice. In Meian,
women generally play a more important role, and carry out many of the errands
as mediators, whereas in Kojin, errands are carried out almost exclusively by
and

men.
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The Status of the

Subject and Feminism

Onobu is

definitely a "new" type of woman, whose outlook on life sharply dis¬
tinguishes her from Nao or from any other female figure in Soseki's earlier
works. She has always been "a mistress of her own affairs, thoroughly respon¬
sible for her actions" (65, 209, Sz).! She has married with a purpose in mind: to
win her husband's exclusive love, which she considers the absolute prerequisite
for her own happiness. Her behavior is teleological and consciously motivated
by her "free" choice. Onobu's selfhood is somewhat reminiscent of the kind of
"liberal" feminist selfhood Patricia Waugh deems necessary as a step toward
understanding "the historical and social construction of gender and identity."2
Waugh argues that for women who, in the patriarchal order, have never ex¬
perienced the status of full subjectivity, "the desire to become subjects
is
(naturally) likely to be stronger than the desire to deconstruct, decenter, or frag¬
ment subjectivity (which dominates post-modernist practice and post-structur¬
alist theory)."3 She also points out however, that such a feminist struggle for an
independent subjectivity is only a passing phase. Discussing the writings of
contemporary Anglo-American women, she notes that the "value of construing
human identity in terms of relationship and dispersal, rather than as a unitary,
self-directing, isolated ego" has been gradually recognized.4 And in her opin¬
ion, it is this recognition of "an alternative conception of the subject as con¬
structed through relationship rather than postmodernism/structuralism's antihuman rejection of the subject" that distinguishes their writing as a unique and
valuable contribution to the understanding of the feminine experience. "What
many of these texts suggest," she continues, is "that it is (still) possible to expe¬
rience oneself as a strong and coherent agent in the world, at the same time as
understanding the extent to which identity and gender are socially constructed
...

and

represented."5

As

self-occupied as it may at times seem, Onobu's selfhood already contains
a potential for exploring such a "relational" concept of identity.
Onobu does not attempt to locate her isolated ego outside of the nexus of social
relationships. Even though her concept of "others" is relatively limited and is
within itself

1

are taken from Viglielmo's translation unless otherwise stated (the first num¬
chapter number, and the second number, the page number). When the page number
refers to the original text in Soseki zenshii (shortened as Sz), it is my translation.
Waugh, Feminine Fictions, 13.

Quotations from Meian
ber indicates the

2

3 Ibid., 12.
4

Ibid., 12.

5 Ibid., 13.
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mostly concentrated around Tsuda, her process of self-definition proceeds in re¬
lation to "others." Despite her occasional tendency to overestimate the power of
her "free" will, her understanding of herself as well as of others is much more
self-reflexive than Ichiro's is in Kdjin.
It is probably not a coincidence that Soseki's first protagonist to engage ac¬
tively both herself and others in an effort to communicate is a woman. Women,
precisely because of their "notorious" giko, which they are forced to learn as a
survival technique, are well equipped to cope with the unpredictable, alien
words of themselves and of others. What makes Onobu's bold self-assertion

possible is her ability to discern undertones in the utterances of others and to
respond to them by tailoring her own mode of expression accordingly. Subtle
manipulation of social rhetoric to camouflage "real" intentions and yet commu¬
nicate that there is still something left unsaid is a competence which clever
women within the patriarchal order willingly cultivate.
Onobu and Mrs. Yoshikawa try to measure and spy on each other's positions
without breaking the rules of social propriety. As already noted, the narrator of
Meian remarks:
Just

as

Mrs. Yoshikawa had to take Tsuda's reaction into consideration when she

spoke of

Onobu, Onobu, too, had to respect Tsuda's relationship with Mrs. Yoshikawa when speaking
of her. This has clouded Tsuda's
each made about the other.

usually perceptive mind when he considered the remarks

(133, 444, Sz)

By virtue of their vulnerable social position, women are often sensitive to subtle
nuances and shifts in the inflections of what others say and therefore have a
great potential to become skilful artists of communication.6 The virtuosity of
the women in Meian stands in stark contrast to Ichiro's utter incompetence in
verbalizing his thoughts. Having been always in a "superior" position, he has
never had to intuit the thoughts of others.

Onobu and Tsuda: The Semblance of Freedom
Meian not

only defamiliarizes the conservative social conventions and genderexpectations which Onobu confronts, but also disassembles her naive belief
in freedom and full subjectivity, and consequently her dream of a happy, mod¬
em, bourgeois marriage. Pointing out the possible coexistence of the realist mo¬
ment with the more experimental high-modernist moment in Soseki's Meian,
role

6 This is also true of people

belonging to other classes,

or outcasts

such

as

Kobayashi.
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Fredric Jameson argues that "any speculation
discussion of whether in Japanese social life

about Soseki ought to include a
in this period there existed the
same kind of bourgeois stereotypes about everyday life that were constructed in
the West during the realist period and which had in the modern already entered
into crisis and become the object of satirical or Utopian contestation."7
In the Meiji period various, and sometimes contradictory moments of the
modern coincided, allowing Soseki to cross and recross boundaries both on the
level of mode and genre in the space of one novel. As we have seen, this exper¬
imental playfulness is particularly conspicuous in Meian for stereotypical bour¬
geois everyday life and the realist framework of third-person narration are si¬
multaneously constructed and deconstructed, making certain unquestioned
premises of the modern more visible. As Jameson seems to suggest, however, it
is a sense of irony that dominates the novel rather than an antagonism toward
bourgeois stereotypes—probably because such stereotypes were scarcely con¬
structed when they were taken apart.8
Onobu's freedom of choice and her independence turn out to be much more
limited than she herself seems to think. Her marriage is made possible by her
position as a carefully protected protege of the powerful and wealthy Okamotos.
Regardless of her intention, her merit as a bride is evaluated according to her
close ties with the Okamotos. No doubt the astute Tsuda did not undervalue her
tie with the Okamotos in

accepting her as his bride. Onobu would not have been
the man of her choice if she had not belonged to respectable soci¬
ety in the first place.9
Likewise, Tsuda's belief in his free will is constantly undermined. His pre¬
carious economic situation makes him dependent not only on his own father but
on his connection with the Yoshikawas. And his allegiance to Mrs. Yoshikawa
forces him to accept her whimsical schemes. As Kobayashi aptly points out,
even Tsuda's little falling-out with his own sister has consequences beyond his
control. Arguing with Ohide means endangering a whole range of social
ties—those with his own parents, Ohide's husband, the Fujiis and Mrs. Yoshi¬
kawa. He is keenly aware of the fact that it is impossible to sustain his life-style
able to marry

without their support.

7 Jameson, "Soseki and Western Modernism," 130.
8

9

Despite the evident, experimental focus on form, Meian does not have the antagonism toward bour¬
geois everyday life one sees in Western high modernism.
This should remind us of the blind woman in Kdjin who could not marry the man of her "choice"
because of her social status.
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With

regard to the question of freedom, there is one distinct difference be¬
Tsuda which should perhaps be mentioned. Onobu is serious¬
ly concerned with her subjectivity, while Tsuda is quite nonchalant about so in¬
tangible a matter. He is satisfied as long as his material needs are met. In
keeping with general patriarchal interests, he recoils from any disturbing words
which might destabilize his comfortable social position. However, as already
noted, this does not make him a committed traditionalist such as the Fujiis and
his sister, Ohide. He is an opportunist who will support whichever form of so¬
cial order that happens to be to his advantage.
tween Onobu and

More often than not he

choice,

seems

to entertain doubts about his own freedom of

the opening scene at the clinic shows; and in this regard he may be
considered less naive than Onobu. However, he does not seem particularly
as

alarmed

by his lack of control over his supposed freedom, nor does he give it
thought. He cares little about having full subjectivity, as long as he is
comfortable. In fact, he is capable of trading in his subjectivity for a promise of
a secure future, which is not far from what he actually does in accepting Mrs.
Yoshikawa's proposition to go to the hot spring. His smug self-sufficiency, com¬
placency and extremely materialistic view of life are perhaps more reminiscent
of a postmodern subject than a modem subject, which Onobu obviously strives
to become. As we have already noted in Patricia Waugh's argument, clearly this
difference between Onobu and Tsuda is at least partly due to their gendered and
necessarily different experiences and expectations.10 In that sense, one can even
talk of a feminist moment coexisting with other moments of modernism and
possibly of postmodernism in Meian.
much

Toward Unresolved
In Meian,

"Dialogism"

Soseki for the first time creates

a

wide variety of main characters

who, while belonging to relatively diverse social groups, enter into a "dialogic"
relation to each other. In

introducing a social outcast such as Kobayashi, he suc¬
cessfully demonstrates the socially constructed nature of the hierarchical order
Tsuda and many other privileged people belong to. By setting the bookish and
unworldly Fujiis against the lively and urban Okamotos and Yoshikawas, and

10 Girard's

theory of desire explicates the problem of subjectivity and desire in modern man in general
expectations may differently influence the status
of subjectivity and desire for men and women.
terms, but does not address the issue of how sex-role
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"Dialogism"

by setting the "Westernized," carefree Tsudas against the cultured and old fash¬
ioned Ohide and the Hori family, Soseki gives a finely nuanced portrait of newly
emergent diversity within the socially respectable elite. Although bound by the
particular social contexts and positions they speak from, these people talk and
respond to each other, actively interpreting each other's words. As we have seen,
every interpretation is colored by the interpreter's own preconceptions and
frame of reference and is thereby susceptible to "misunderstanding." Though it
may, however, be "misunderstanding," it facilitates communication between the
implied reader and the text, as it helps the reader locate the different ideological
positions and viewpoints of the characters in a relational economy of social ex¬
change. The obvious proliferation of such viewpoints in Meian, their unre¬
solved conflicts and their constant interaction, remind one of Bakhtin's notion
of

"dialogism."11
The ideas of

"dialogism" and pluralism are, of course, key notions in Bakh¬
of the novel, exemplified by the works of Dostoevsky. With the
disruption of the relatively stable and monolithic language of the conservative
social order, one begins to hear the "alien" voices of others, which will be se¬
lectively assimilated by, and will eventually reshape, mainstream language it¬
self. Particularly noticeable in Meian is the introduction of illegitimate language
used by Kobayashi, and of some variants of "low speech types" that define
themselves in contrast to the official language. Although Kobayashi's language
is not the "low speech type" of the street, his deliberate transgression of official
rhetorical codes in the way he uses language clearly decentralizes the official
language.12 The conversations of the day-laborers at the working class pub
Kobayashi takes Tsuda to, his destitute friends, and the other passengers in the
train Tsuda takes to the hot spring, all have a certain defamiliarizing and decen¬
tralizing effect on the official language. As Bakhtin argues, the new thrust of the
alien language with its consequent pluralism, "effectively ends the hegemony
of a single and unitary official language, and it frees a plurality of 'culturaltin's concept

semantic and emotional intentions' from the one-dimensional constraints of

mythical thought."13 It is a dynamic process of social diversification and
change, which has been triggered by certain socio-historical conditions often
11

Shimada Masahiko argues

(Soseki

o

also that Meian fits Bakhtin's notion of the polyphonic novel

12 In Bakhtin's notion of dialogism,

well

the "low speech types" of the street and the marketplace are contrast¬
language," (Gardiner, The Dialogics of Critique, 34), whereas in
Meian, it is mostly different strands within the official language itself that are contrasted.
Gardiner, The Dialogics of Critique, 35.
ed with the "official authoritative

13

very

kaku, 171-76).
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referred to

as

"modernization."

compare this process
Soseki's time.

Loosely defined as it is, I believe it is fair to
of change and diversification with what was happening in

One should

keep in mind, however, that to apply to Meian Bakhtin's dialogism, which is, after all, grounded in a tradition entirely different from the Jap¬
anese, is useful only to illuminate a certain aspect of Meian. Again, Meian is a
particular Japanese construction which cannot be subsumed by any one domi¬
nant paradigm, be it the realism of nineteenth-century England, or Bakhtinian
dialogism. The separation of dialogue and narration which I have discussed in
chapter 8, and the Japanese pattern of interpersonal relationships have an inev¬
itable effect on the narrative structure of Meian which cannot be neglected. Both
these features, in my opinion, make Meian more dependent on narration for the
communication of the inner thoughts of the characters than are the novels of
Dostoevsky.
First of all, as we have seen in chapter 8, Soseki's effort to distinguish be¬
tween the narrated and non-narrated poles of discourse in Meian results in the
elimination of technical devices such as interior monologue or free indirect
style, a European narrative technique often used to bring out the dual voices of
the character and the narrator in a single sentence.14 Bakhtin discusses this tech¬
nique as a form of a "character's quasi-direct discourse," in which the charac¬
ter's "inner speech" is permitted to "merge, in an organic and structured way,
with a context belonging to the author."15 Citing examples from Turgenev's nov¬
els, he argues that such a form of a character's quasi-direct discourse is "gener¬
ally one of the most widespread forms for transmitting inner speech in the nov¬
el."16 Without this form for transmitting inner speech at his disposal, therefore,
the intrusion of the authorial voice into the character's inner voice has to be
made in the narration in Meian.

Secondly, despite Meian's atypically Japanese pluralism and its extensive
of dialogue, the pattern of interpersonal relationships in it remains Japanese.
Because Japanese social proprieties would not allow people to talk as unreserv¬
edly as some of Dostoevsky's characters do,17 much of the revelation of the
use

14 As noted earlier, one sees

Japanese examples of interior monologues in a novel such as An 'ya koro by
Shiga Naoya. Instead of bringing out the dual voices of the character and the narrator, however, Japa¬
nese interior monologues tend to present the single voice of a speaker who is not exclusively the char¬
acter nor the narrator.

15 Bakhtin, "Discourse in the Novel," The

Dialogic Imagination, 319.

16 Ibid.
17 The

only person who talks
standards of polite society

like a Dostoevsky character is Kobayashi. It is his extreme boldness by the
prevailing in Meian that startles the other characters as well as the readers.
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characters' inner reactions is effected, instead,

by the narrator. Mrs. Yoshikawa's
hostility toward Onobu is a case in point, in which the narrator's expla¬
nation helps reveal undertones in Mrs. Yoshikawa's voice when she comments
on Onobu's personality to Tsuda:
subtle

"Well, she's

And she's such

a remarkably clever person [rosei]. In fact I don't
clever person. Take good care of her now, won't you?"
From the tone of her voice there was very little difference between saying "take good care

think I've

ever

so mature.
met

such

a

of her" and "watch out for her." (11, 18)

Another

example is Mrs. Yoshikawa's subtle criticism of Onobu for coming to
hospital. As already cited in chapter
6, after quoting Mrs. Yoshikawa's seemingly innocent remark that Tsuda is still
in bed, the narrator explains that Mrs. Yoshikawa shows "by her manner" that
she disapproves of Onobu's appearance at the theater (55, 97). Thus, Soseki's
reluctance to use interior monologues or free indirect style, and the strict codes
of social rhetoric, both impose on the narrator a bigger part in the revelation of
the characters' inner thoughts.
One should also remember that this dependence on narration does not make
Meian authoritative in the sense that a classical nineteenth-century English nov¬
el might be. Through narratological and thematic close readings of Kdjin and
Meian, I have tried to demonstrate that simple dichotomies between first and
third-person narratives, and conflict between an individual and the social sys¬
tem do not do justice to the complexities of the narrative structures or to the so¬
cial struggles seen both in Kdjin and Meian. This will hopefully help to under¬
mine the set Japanese practice of using realist standards (privileging "objective"
third-person narration with its depiction of a modern individual selfhood culmi¬
nating in an authoritative narrative closure) to judge the successfulness of works
in modern Japanese literature, including Soseki's later novels.
Although it is obviously difficult to discuss plot development in Meian, since
the novel is unfinished, the almost equally powerful voices of Onobu, Tsuda,
Mrs. Yoshikawa and Ohide seems to resist any single-handed authoritative res¬
olution. Meian clearly departs from the realist notion of narrative closure in its
tendency toward unresolved pluralism. The conflicts are likely to remain unre¬
solved, and one is tempted to envision an open ending typical of Soseki. Soseki's
the Kabuki theater while Tsuda is still in the

Kobayashi, in fact, mentions Dostoevsky, as he tries to awaken social awareness in Tsuda by inviting
him to have a drink at a working class pub (109-10, Chapter 35, Sz). Fredric Jameson points out that
"Kobayashi's lower-class shabbiness and willful psychic ugliness
enter the round of instruments in
a way in which, for example, a Dostoevskyian character of his type could not be imagined within the
country houses of a Henry James novel" ("Soseki and Western Modernism," 128).
...
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general skepticism suggests that his basic unwillingness to believe in an easy so¬
lution persisted to the end of his career. Kenzo's final bitter words of admonition
to his wife in Soseki's autobiographical Michikusa, "Hardly anything in this life
gets settled," suggests S5seki's unchanging attitude towards personal relation¬

ships.18

Not the Novel?

The Novel

or

Let

return to the

question of whether or not one can consider Kdjin,
present study done justice to the proposition
suggested in chapter 7 that Kdjin, Meian and Botchan present a particular way
of organizing point of view which characterizes the novel in general? It is obvi¬
ously beyond the scope of this work to establish a generic theoretical paradigm
for all shosetsu. As far as Kdjin, Meian and Botchan are concerned, however, I
prefer cautiously to conclude that there is in these works an increasing tendency
toward pluralism and the development of a "particular way of organizing narra¬
tives" to enhance this burgeoning pluralism, which one may identify as novelus now

Meian and Botchan novels. Has the

istic.19
While

avoiding the wholesale appropriation of Western literary conventions
specifically Japanese features as a non-teleological plot, an open end¬
ing and a not wholly dominant narrative authority, Kojin and Meian distinctly
dissociate themselves from the shishosetsu by clearly rejecting the myth of sin¬
cerity, self-disclosure and single-consciousness narration. With the help of
Western narrative techniques, these works successfully elucidate the precise
sort of diversification process taking place in Japan in S5seki's time.
As for Botchan, it is undoubtedly unlike Kojin and Meian. The exaggerated
simplicity of Botchan reminds one of a character type and does not necessarily
recall the "real" individual typically found in a realist novel. Most importantly,
however, Botchan is different from Kojin and Meian in the way it actively in¬
vites the reader to identify with Botchan, who, as an idealized hero, looms perwith such

18 Grass

on the Wayside (Michikusa, 1915), trans. McClellan, 169.
according to Rene Girard's theory of the novel, the protagonists in Kdjin and Meian do display
some of the most basic features of novelistic heroes. They are all more or less "affected by the 'look'
of the Other" and no longer capable of spontaneous reactions (Deceit, Desire and the Novel, 127).
Even Botchan becomes gradually aware of the "look of the Other," although he manages to remain
capable of spontaneous reactions as is illustrated by his confrontation with Noda and the Second Mas¬
ter. The "advanced" stage of "modernity" that Girard sees as marked by "snobbism, jealousy and
rivalry" in the continual pursuit of mediated desires, however, is most evident in Meian.

19 Also,

The Novel

or

Not the Novel?
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haps larger in the mind of the reader than an ordinary protagonist usually does.
foreign" on the remote island of Shikoku suc¬
cessfully revives the collective Japanese experience of meeting the foreign and
the modern that is still fresh in the reader's memory. His simplistic but coura¬
geous fight with the evil of the modern evokes the image of other "Japanese"
people whose experiences are similar to his, and this picture gives a reassuring
feeling of national identity. In other words, Botchan offers a novelistic space in
which distant individuals are perceived to exist simultaneously in the commu¬
nity of the nation.20
A positive identification with a likeable image of Botchan is induced through
the locus of the caricatured "Other" in the figure of the second master.
Botchan's fight at the celebration party over the victory of the Japanese army in
China can be seen as a microcosm of the Japanese national struggle against total
Westernization. Offering the consoling vision of an imagined community called
Japan, Botchan is, one might say, at its most conservative here. The overtly sen¬
timental identification of the reader with Botchan offered by the novel unfortu¬
nately masks its serious exploration of the potential of language and its less ex¬
plicit agenda of crossing borders—crossing borders between various genres of
writing such as the shishdsetsu and the shosetsu.
Through this narrative border crossing, Botchan reminds the reader that
Botchan comes across as a hero only as a result of the way he is represented
through language. Botchan has a double structure in this sense; it conservatively
Botchan's encounter with "the

invites,

on one

hand, sentimental identification with the hero, who, with his dis¬

like of hypocrisy

and the sense of justice, is equipped with all the characteristics
worthy of a national hero; it reminds one, on the other hand, that the emotional
impact of the novel Botchan depends upon the particular rhetorical strategy the
narrator chooses to employ, and that much of what is experienced as "real" in
the novel derives its representational power from the rhetoric of the language.
Botchan's focus on how things are represented rather than the inherent nature
of things as they are is a serious novelistic insight many Japanese readers may
have overlooked in their enthusiasm to empathize with the hero.
There are two points with regard to the status of the shosetsu and the novel I
would like now to make. While fully acknowledging the importance of recog¬
nizing the power of the language that largely shapes our world view, one must
be mindful at the same time not to essentialize such power. As many shishdsetsu
20 It recalls Benedict Anderson's famous thesis that the
of the novel

(Imagined Communities, 1983).

origins of nationalism

are

bound

up

with those
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studies have demonstrated, the

Japanese language offers unique restraints on
possibilities for organizing narratives and facilitates certain narcological
tendencies. There is a danger, however, that to insist on the uniqueness of the
shosetsu and its difference from the novel eventually becomes an argument of
its sameness by subsuming the characteristics of modern Japanese fiction as
"essentially" Japanese.21 The diversity within the form shosetsu must not be ne¬
glected, and more effort should be made to define the shosetsu as a genre as im¬
portant as the much more widely discussed shishosetsu.
Equally important is the recognition that the modern Western novel is not the
static and "final" product of a Western literary evolution, either. As already not¬
ed, the novel began to break away from the tenets of nineteenth-century realism
as early as the beginning of the twentieth century. Bakhtin defines the novel as
a genre "that structures itself in a zone of direct contact with
developing real¬
ity":
and

The novel, after all, has no canon of its own. It is,

by its very nature, non canonic. It is plas¬
questioning, ever examining itself and subjecting its es¬
tablished forms to review. Such, indeed, is the only possibility open to a genre that structures
itself in a zone of direct contact with developing reality.22

ticity itself. It is

a genre

that is

ever

Needless to say, then, the travel of a genre, the novel, to Meiji Japan took place
in a zone of direct contact with a specific Japanese reality with specific circum¬

stantiality, which, among other things, occasioned Soseki's writing.23 The novel
always in some sense been "new" and specific, exploring and impinging
upon the boundaries it shares with other narrative forms. Robbe-Grillef s exper¬
imental nouveau roman, for example, does not bear much resemblance to the
nineteenth-century realistic novel some Japanologists compare to the Japanese
shosetsu. In fact, the typical shosetsu features Masao Miyoshi lists—"indiffer¬
ence to coherence," "few interiorized characters," "radically undifferentiated
points of view," and a "verbose surface,"24—seem to fit a certain type of West¬
ern nouveau roman as well as the Japanese shosetsu. I would argue then, that it
is not necessarily the practice of equating certain types of shosetsu with the
novel that is questionable, but rather that it is the tendency to apply the stanhas

21

22

23

24

Mary Layoun in Travels of a Genre points out that "these characteristics are not quite some static cul¬
tural and linguistic marker for a timeless Japanese essence" (132).
Bakhtin, The Dialogic Imagination, 39.
Komori Yoichi writes in his "Atogaki" (Afterword) to his recent book, Saishin Miyazawa Kenji kogi,
250: "The life line of the genre, shosetsu, constitutes in its linguistic movement that which imitates
and critically subverts at once all those forms of prose which came before it as well as all contempo¬
rary forms of discourse." His definition also bears resemblance to Karatani's already noted.
Masao Miyoshi, "The 'Great Divide' Once Again," 49.
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nineteenth-century realism to all fiction that is questionable—a prac¬
Japanese narratives as for newer variants of the Western

unfortunate for

novel.25

Toward

a

Dynamic View of Genre

To

mean anything distinctive in a literary way, a work must modulate or vary or depart from
generic conventions, and consequently alter them for the future.
Every literary work
changes the genres it relates to.
It will make one convention familiar and unambiguous,
another easy and disgusting. Consequently, all genres are continuously undergoing
metamorphosis.
Literary meaning necessarily involves modulations or departures from
generic codes, and therefore, eventually, alterations of them. However a work relates to ex¬
isting genres—by conformity, variation, innovation, or antagonism—it will tend
to bring

its

...

...

...

...

about

new states

of these

genres.26

a footnote to my discussion of
istic movement, a few concluding

As

Soseki's works as participating in the novelremarks on the relevance of genre in literary
studies in general may be in order here. In the context of genre theory in Euro¬
pean literature, the classicist notion of the triad of epic, drama, and lyric had dis¬
integrated by the early 1900s, and it was replaced by many mixtures and hybrids
of genre, occasioning an increasing tendency toward the fragmentation of genre
systems in modern times. In the face of ever more radical literary change in our
own age, some critics have gone so far as to denounce the notion of literary
genre itself as obsolete, or even "mad."27 A larger number of critics such as Genette and Lejeune, have attempted to reconstruct the system of genre by incorpo25 The comment Robert Scholes and Robert

Kellogg make on Erich Auerbach's Mimesis succinctly sum¬
applying classical "realist" standards to newer Western narratives: Erich
Auerbach's book, "Mimesis, in its paper back, English version, is one of the two or three most widely
read and currently influential books in its field
but Auerbach's single-minded devotion to realistic
principles leaves him unwilling or unable to come to terms with twentieth-century fiction, and espe¬
cially with such writers as Virginia Woolf, Proust, and Joyce. He finds Ulysses a 'hodgepodge', char¬
acterized by 'its blatant and painful cynicism, and its uninterpretable symbolism', and he asserts that
along with it, 'most of the other novels which employ multiple reflection of consciousness also leave
the reader with an impression of hopelessness,"' The Nature of Narrative, 5. It should also be noted
that there have been attempts to redefine the classical concept of "realism" itself. See Consuming Fic¬
tion by Terry Lovell in which he critically reexamines the classical concept of realism popularized by
Ian Watt's The Rise of the Novel. Patricia Waugh, on the other hand, questions the view of realism of¬
fered by the Postmodernists: "Most realist novels involve modes of irony and linguistic playfulness
which are ignored in many of the theoretical formulations of Realism," Practising Postmodernism, 58.
Alastair Fowler, Kinds of Literature, 23.
See, for example, Derrida's essay, "The Law of Genre," in Acts of Literature, edited by Derek Attridge,
in which he declares that the law of genre is "mad."
marizes the limits inherent in

...

26
27
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rating historical variables into the formal element of genre, as we have seen. Re¬
gardless of differences in their particular solutions to the problem of genre,
however, there seems to be a growing interest in reviving genre theory as a com¬
municative rather than prescriptive medium of literary expression, as many still
consider genre theory, despite its obvious drawbacks, indispensable to the ap¬
preciation of literature. There is also a growing tendency to regard genre as a
form of intertextual development governed by not so clear-cut, blurry "reper¬
toires" of characteristics susceptible to change over time and across national
borders. The single genre identity of any particular work is denied, allowing
genres to participate in works in modulated mixtures. As is shown in Alastair
Fowler's statement quoted above, genres are now seen as limitless in number,
always appearing, changing, mixing with and renewing each other.
Alastair Fowler's highly intertextual view of genre in fact makes even Genette's "archetypes" somewhat suspect.28 For my purpose, however, it suffices to
say that the distinction between "mode" and "genre" in Genette's system can be
seen as only a provisionally posited division, which in reality encompasses and
cuts across both "mode" and "genre" in a dynamic movement. Genres are al¬
ways being "modalized" and modes are always being "genred," so to speak, in
the process of which one may catch glimpses of the intersections of the histor¬
ical and the ahistorical. One can say that the novelistic genre, shosetsu, takes
part in Soseki's work as much as Soseki's work takes part in the shaping of the
genre, shosetsu, setting in motion a generic process of mutual participation and
modulation.

Soseki, the Author
I have

applied a functionalist approach to Kdjin, Meian, and Botchan in an at¬
tempt to see how they function as texts by focusing on the thematic and formal
conditions governing them. As the aim of this study is in part to offer an alter¬
native to the traditional reading of Kdjin, Meian and Botchan (in which these
works are regarded as subtexts that illuminate Soseki's life and person), I have
28 Alastair Fowler criticizes Tzvetan Todorov's distinction between "theoretical" and "historical" genres:

"Todorov, although he sees the error of naive synchronicity, distinguishes between 'theoretical' and
'historical' genres

in a way that drives a fatal wedge between real literature and the purely speculative
genre" {Kinds of Literature, 46). As for Genette, while he criticizes "an idealized projec¬
tion" of genre, he acknowledges his belief in certain "a priori forms" of mode like Todorov, with which
Alastair Fowler is likely to disagree {The Architext, 71).
constructs of
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discussing Soseki, the author, at any length.29 The preferred image
the champion of Meiji modernity must be distanced from these
works in order not to repeat those arguments which merely proclaim the "great¬
ness" of these works as witnesses of the making of the modern subject. This
does not mean, however, that I believe that these works exist independently of
their implied author or of the historical situation that they were a part of. I intend
now to say a few words about certain aspects of Soseki that bear very much on
his position in his time.
The picture of Soseki as the implied author that emerges from this book is, I
believe, that of a skeptic, who inhabits "the site of contestation" and confronta¬
tion with Western concepts of modernity, and with both literary and extra-liter¬
ary conditions of modernity. If there is one characteristic which Soseki displayed
consistently through his career, it was resistance to fixed boundaries—between
social and individual discourses; between modernity and tradition; between the
shishdsetsu, the shosetsu, and the novel, and between particular modes of writ¬
ing or characteristics associated with these genres (narrative closure, openendedness, first and third-person narration). Through his experimental engage¬
ment with certain aspects of all of these concepts, he placed himself both inside
and outside these seeming opposites, and he successfully unsettled the bound¬
also avoided

of Soseki

as

aries of these concepts.
His protagonists in Kdjin,

Meian and Botchan find themselves both inside

and outside the social system, trapped between social and individual discourses;
his hybrid mode of writing demonstrates not only the impossibility of writing

in the pure,

essential form of any particular genre but also his unwillingness to
paradigm. If Wagahai wa neko de aru (I am a Cat, 1905—
6) was his critical response to the institutionalization of a standard language
(genbun itchi), as James Fujii argues; if his Bungakuron (Essays on Literature,
1907) was his critical response to the eurocentric bias in modernization theory,
as Karatani points out; if Kofu (The Miner, 1908) was his critical response to
the tenets of classical realism, as Jay Rubin and Komori Yoichi claim, then
Kdjin, Meian, Michikusa (Grass on the Wayside, 1915), and even Botchan may
be seen as his reactionary response to the shishdsetsu and Japanese naturalism
which were rapidly becoming popular at the time.30 He has, indeed, a remarksubscribe to any one

29 Given the remarkable
30

quantity and quality of biographical studies on Soseki in Japan, there is hardly
anything new that can be added to what has been already written.
See Fujii's "Contesting the Meiji Subject"; Karatani's "Fukei no hakken" in Nihon kindai bungaku no
kigen; Rubin's "The Evil and the Ordinary in Soseki's Fiction," and Komori's Dekigoto toshite no
yomukoto. See also my footnote 48 in chapter 7.
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able talent for

subverting the implicit premises concealed in certain dominant
paradigms by defamiliarizing them, be it the shosetsu, the novel, or the shishosetsu. He was most unusual in his subtlety, in his nuances in registering the am¬
bivalences and contradictions played out again and again in his constant effort
to cross and recross boundaries without being confined to either side.
Despite his skepticism, however, Soseki was by no means a revolutionary.
He was very much a part of his place and time. Most of Soseki's writing, most
conspicuously his essays, does in fact suggest a relatively conservative philos¬
ophy, particularly with regard to the position of women. As we have seen,
Ichiro's patriarchal view of women, most succinctly expressed in his dislike of
women with giko (artifice) and his obsession with the innocent woman, is more
representative of the time and the social class he belongs to than one might
judge from his otherwise unconventional way of thinking. No doubt, the same
could be said about the implied author's position.
Ironically, Soseki's dislike of giko has been appropriated by many male crit¬
ics to support their own patriarchal view of women in the past, as discussed in
chapter 1. Thus, they see Kiyoko as the ideal artless woman, unfairly contrasted
with Onobu who they see as the manipulative woman, forgetting the fact that
both women resist, in different ways, the respectability of proper social ex¬
changes. Even a woman writer/critic such as Saegusa Kazuko has criticized the
anti-feminism in Soseki's works, including Meian.31 But, to criticize Soseki for
not being a "feminist" is to be unjust to the context of his time, and also to the
way in which women's repressed voices are problematized in his works.
Soseki's men are both fascinated and repelled by the "red" rhetoric of women,
but they never simply pass them over. Women, for them, represent the ultimate
Other whom they can neither embrace nor reject and are thus a constant source
of threat and ambivalence. I would suggest that Soseki's ambivalence toward
women

should be

seen as a

token of his link to the social and historical realities

of his time, the social and cultural fields that surround Ichiro in
as a

token of his anti-feminism. This should also

serve as a

Kdjin rather than

reminder of the im¬

portance of remembering the "worldliness" of any text, and the importance of
not

31

isolating texts from their worldly circumstances.

Saegusa, "Soseki

no

kago," Ren 'ai shosetsu no kansei, 31-40.
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